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Lovers of Muſick. 


usick in ancient Times, was beld 
in as great Eſtimation, Reverence, and 
Honour, by the moſt Noble and Vir- 
| tuous Perſons, as any of the Liberal 
Sciences whatſoever, for the manifold Uſes there- 
of, conducing to the Life of Man. Philoſophers. 
accounted it an Inverition of the Gods, bꝛſtowing 
it on Men, to make them better Condition dq 
than bare Nature afforded, and conclude a ſpe- 
cial neceſſity thereof in the Education of Chil- 
dren; partly from its natural Delight, and parts 
ly from the Efficacy it bath in moving the Affe 
ions to Vertue ; comprehending chiefly theſe 
three Arts in the Education of Youth, Grammar, 
Muſick, and Gyrzmaſtick ; this laſt is for the Ex- 
etciſe of — Limbs. Nuintilian reports, in his 
time, the ſame Men taught both Grammar and 
uuf. Thoſe then who intend the Practice 
thereof, muſt allow Mvuſick to be the Gift of God: 
Yet ( like other his Graces and Benefits) it is non 
given to the Idle, but they muſt reach it with the 
Hand of Induſtry, by putting in Practice the Works 
and In vention of skilful Artiſts; for meerly to Speak 


and Sing, are of Nature, and this double uſe of the . 
$3 7 Ar: 


A Preface to all true Lovers of Muſick. 


Articulate Voice, the rudeſt Swains of all Nations 


do make; but to ſpeak well, and ſing well, are of 
Art; therefore when | had conſidered the great 
want of Books, ſetting forth the Rules and Grounds 


of this Divine Science of Muſick in our own Lan- 
guage, it was a great Motive with me to under- 
take this Work, though I. muſt corfeſs, our Na- 
tion is at this time plentifully ſtor'd with skilful 
Men in this Science, better able than my ſelf, to 
have undertaken this Work ; but their Nlowneſs 
and Modeſty, ( being as I conceive, unwilling to 
appear in Print about ſo ſmall a matter,) has made 
me adventure on it, though with the danger of 
not being ſo well done as they might have per- 
formi'd it: And I was the rather induc'd'thereun- 
co, for that the Preſcription of Rules of all Arts and 
Sciences, ought to be deliver'd in plain and brief 
Language, and not in Flowers of Eloquence; 

which Maxim | have follow'd: For after the moſt 
brief, plain and eaſie Method I could invent, [ 
have here ſer down the Grounds of Muſick, omit- 


ting nothing in this Art which I conceiv*d neceſ- 


ſary for the Practice of Young beginners, both 


for Vocal and Inftrumental . Muſick. Alſo 1 have 


in a brief Method ſet forth the Art of Compoſing 
Two, Three and Four Parts Mulically, in ſuch eaſie 
and plain Rules as are molt neceſſary to be under- 
ſtood by Young Practitioners. The Work as it is, 
I muſt confeſs, is not all my own, ſome part there- 
of being Collected out of other Authors, which 
bave Written on this Subject, the which I hope 


will make it more approv'd. 
F. Playford. 
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rejoyceth a 


moved the wild Beaſts and Trees to Dance: But the 
true meaning thereof is, That by uirtue of their Mu- 
| ſick, and their wiſe and pleaſing Muſical Poems, the 


ancient Inventor. of this Divine Art, Jubal, the 


Ve 


07 M us IC in General ; and of 
its Divine and Civil USES. 


USICK is an Art Unſearchable, Divine, 
| and Excellent, by which a true Concordance 
of Sounds or Harmony is produced, that 
cheareth the Hearts of Men; and bath 
in all Ages, and in all Countries, been highly reverenc'd 
and eſteewd; by the Jews for Religion and Divine 
Worſhip in the ſervice of God, as appears by Scripture ; 
by the Grecians and Romans, to induce Virtue and 
Gravity, and to incite to Courage and Valour. Great 
Diſputes were among Ethnick Authors about the firſt 
Inventor, ſome for Orpheus, ſome Linus, both famous 
Poets and Muſioians; others for Amphion, whoſe Mu- 
ſick drew Stones to the building of the Walls of Thebes, 
as Orpheus had, by the Harmonious touch of his Harp, 


one brought the Savage and Beaſi-like Thracians to 
Humanity and Gentleneſs ; the other perſwaded the 
rude and careleſs Thebans to the fortifying of their 
City, and to a Civil Converſation : The Egyptians 
to Apollo, attributing the firſt Invention of the Harp 
to bim; and certainly they bad an high Efteem of 
the Excellency of Muſick, to make Apollo (who was 
the God of Wiſdom) to be the God of Muſick : But 
the People of God do truly acknowledge a far more 


44 ext 


Of MUSICK in General, and of 
fixth from Adam, who as it is recorded, Gen. 4. . 
VUuas the Father of all that handle the Harp or Or- 
gan. Sr. Auguſtine goeth yer further, ſhexwing that it is 
the Gift of God bimſelf, and a Repreſentation or Admoni- 
i tion of the ſweer Conſent and Harmony which hit Wiſdom 
bath made in the Creation and Adminiſtration of the. 
þ World. And well it may be term'd a Divine and My- 
lf ſerious Art, for among all thoſe rare Arts and Sciences, 
if with which God hath endued Men, this of Muſick is the 
i ' moſt ſublime and excellent for its wonderful Effects and 
Inventions : It bath been the ſtudy of Millions of Men 
for many thouſand years, yet none ever attain'd the full 
ſeope and perfection thereof, but ſtill appear'd new Matter 
for their Inventions; and which is moſt wonderful, the 
whole Myſtery of this Art is compriſed in the compaſs of = 
three Notes or Sounds, which is moſt ingeniouſiy obſerdd 
by Mr. Chriſtopher Simpfon, in his Djviſion Violiſt, 
p. 18. in theſe words: All Sounds that can poſſibly be 
2 jJoin'd at once together in Muſical . 
Concordance, are ſtill but the rei- 
terated Harmony in Three ; a ſig- 
nificant Emblem of that Supream 
and Incomprehenſible Trinity, 
'S Three in One, Governing and DiF- 
poſing the whole Machine of the 
World, with all its included Parts, 
in a perfect Harmony; for in the Harmony of 
Sounds, there is ſome great and hidden Myſtery 
above what hath been yet diſcovered : And Mrs. 
Catharine Philips, in her Encomium on Mr. Henry 
Laus bis Second Book of Airs, bath theſe words; 
| Nature, which in the vaſt Creation's Soul. 
That ſteady curious Agent in the whole, = 
| a 


Tria ſuns Omnia. 
Bene dict a fat Sanda & 
Invidua. Irinitas. 


ee 


its Divine and Civil U SES. 
The Art of Heaven, the Order of this Frame, 

Is only Maſick in another ame. | 
And as ſame King, conqu'ring. what was his own, 
Hat choice of ſeveral Titles to his Crown: | 
So Harmony on this ſcore now, that then 

Vet ftill is all that takes and governs Men. 
Beauty is but Compoſure, and we find _ 
Content ĩs but the Concord of the Mind; 

Friendſhip the Uniſen of well tun'd Hearts; 
Hoxour's the Chorus of the Nobleſt Parts: 

And all the World on which we can reflect, 
Miſic to thi Ear, or to the Intellect. 


Nor hat h tbers yet been any Reaſon given of that \ 


1 athy in Sounds, that the String. of a Viol being 

r — gt another Viol laid at . and days. 

ie [concordance to it, the ſame Strings thereof ſhould ſound. 

f end move in a ſympathy with the ether, tho nat touchꝰd: 

4 Nor that the ſound of a Sackbut or Trumpet, ſhould 

, by a ftrong emiſſion of Breath, iy from Concord to 
e Concord, before you can force it into any pradation F 
Il. ones or Notes. Ath. Kircherus, a Learned Wrier, | 
* reports, That in Calabria, and other Parts of Italy, 

"4 here is a poiſonons Spider, called the Tarantula, by. _ 
T hich ſuch as are bitten, fall into a frenzy or Madneſs. 

a and Laughter, to allay the immoderate Paſſion, thereof © 

A Muſick is the ſpeedy Remedy and Cure, for which they 

> [Rove ſolemn Songs and Tunes, | 5505 

bk The firſt and chief Uſe of Muſick, is fer the Service: 

f and Praiſe of God, hoſe Gifs it is. The Second Uſe is 
„rr the Solace of Men, which as it is agreeable uno Na- 

is ture, * is allowed by God as a Temporal Bleſſing to 

q recreate and cheer Men after long Study and weary La- 


bour in their Vocations, Eccl. 40. 20. Wine and Mu. 
ſick rejoice the Heart: As the Philoſopher adwiſath, 
[Muſica Medicina eſt moleſtiæ illius quæ per labores 
5 ſuſcipitur. 


2 


Of MUSIC K in General, and of 
ſuſcipitur. Ælianus in bis Hiſt. Animal. I. 10. c. 29. 
writeth, Thatzof all Beaſts, there is none that is not de- 
lighted with Harmony, bat only the Aſs. H. Stephanus 
reports, That he ſaw a Lion in London, leave his Meat 
to hear Muſick. Myſelf, as I travelled ſome years ſince 
near Royſton, met an Herd of Staps, about 20 upon the 

ii Road, following a Bag-pipe and Violin, which while the 
| Muſick play d, they went forward; when it ceas'd, they 
all. ſtood ſtill, and in this manner they were brought out of 

Yorkſhire ro Hampton-Court. If irrational Creatures 

ſo naturally love, and are delighted with Muſick, ſhall 
not rational Man, who is endued with the Knowledge 
thereof? A Learned Author hath this Obſervation, That 

' Muſick is uſed only of the moſt Aerial Creatures, lovꝰd 

and underſtood by Man: The Birds of the Air, thoſe 
pretty winged Choriſters how at the approach of the day 
do they warble forth their Maker's Praiſe ! Among 
which, obſerve the litile Lark, who by a Natural In- 
ſtinct, doth very often mount up the Sky as bigh as bis 
Wings will bear him, and there warble out his Melody 
as long as his ſtrength enables bim, and then deſcends to 
bis Flock, who preſently ſend up another Choriſter to 
ſupply this Divine Service. It is alſo obſerved of the Cock, | 
which Chaucer calls Chanticleer, his Crouing is | 
ſounded Muſically, and dorb allude to the perfect Sylla- 
bles of the word Ha- le- lujah. $ 


Ath. Kircher writes alſo, ggg 8 

Ther the Cock dub found & EEE 

| perfect Eight Muſically, thus, Co co co co, co co co co, Co 
when his Hens come from their 


Neft. He hath ſeveral other Obſervations of Sound; 
by ſuch Animals. The Philoſopher ſays, Not to be Ani- 


mum Muſicum, is not to be Animal Rationale, ar 4 
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its Divine and Civil USE S. 
ze Italian Proverb is, God loves not him whom he 


jath not made to love Muſick. Nor doth Muſick only 
elight the Mind of Man, and Beaſts and Birds, but al- 


oice in Song, which doth clear and ſtrengthen the Lungs; 
and if to it be joyn'd the Exerciſe of the Limbs, none need 
ear Aſthma or Conſumption ; the want of which Exerciſe 
is often the death of many Students: Alſo much benefit 
ath been found thereby. by ſuch as have been troubl d with 
defects in ſpeech, as ſtammering and bad Utterance. It 
gently breaths and wents the mourner's Grief, and heigh- 
tent the Foys of them that are cheerful : It abaterh Spleen 
and Hatred. The valiant Soldier in Fight is animated 
when be hears the ſound of the Trumpet, the Fife and 
Drum: All Mechanick Artiſts do find it cheer them in 
their weary Labours. Scaliger. (Exerc. 302) gives 4 
reaſon of theſe Effects, becauſe the Spirits about the heart 
. raking that trembling and dancing Air in the body, are 
moved together, and ſtir d up with it; or that the Mind, 
Harmonically Composed, is rouſed up at the Tunes of the 
Muſick, And farther 2ve ſee even young Babes are charm d 


2 ff Beaſts at Plow and Cart, are cheer d by the ſound of 
Muſick, tho? it be but their Maſter's Whiſtle. If God then 
bath granted ſuch benefit to Men by the civil Exerciſe, 
ſure the Heavenly and Divine Uſe will much more re- 
dound to our Fternal Comfort, if with our Voices we join 
our Hearts when we ſing in his boly Place. Venerable 
Bede iter b, That no Science but Muſick may enter the 
doors of the Church ; the Uſe of which in the Worſhip 
and Service of God, that it hath been anciently uſed, and 
1-1 Hould fill be contmued, may be eaſily proved from the 
the Evidence of God's Word, and the Practice of the Church 


— 


, 


o conduceth much to bodily health, by the Exerciſe of the 


Y a/lcep by their ſinging Nurſes ; nay, the poor labouring 


> 


Of MU SICK in General, and of 
in all Ages: You ſhall ſeldom meet Holy David without 
an Inſtrument in his Hand, and a Pſalm in bis Mouth; 
Fifty three Holy Metres or Pſalms he dedicated to his ””* 

| Chief Muſician Jeduthun, to compoſe Muſick to them : , 
He was one in whom the Spirit of God delighted to dwell, wk 
for no evil Spirit will abide to tarry where Muſick and C b 
Harmony are Lodg d; for when be play d beforeSaul,the ba 
Evil Spirit departed immediately. This power of Muſick W””% 
againſt Evil Spirits, Luther ſeemeth to think that it doth bot, 
ſtill remain.Scimus (ſairb be) Muſicam Dæmonibus Ai 
etiam inviſam & intolerabilem eſſe. We know that 2 
Muſick is moſt dreadful and intolerable to the Devils. To 
How acceptable Divine Harmony was to Godin his wor- 
ſhip, appears is 2 Chron. 5. 12,13. Alſo the Levites, the 
which were the Singers, all of them of Aſaph, of I ©" 
Heman, of Feduthun, with their Sons and their Bre- ſan 
thren, being arrayed in white Linen, having Cym- the 
bals andPlalceries,and Harps, ſtood at the Eaſt end the) 
of the Altar,and with them an * and twenty (w 
Prieſts ſounding with Trumpets Flr came even to I? 
paſs, as the Trumpeters and Singers were as one, Pet 
to make one ſoundto be heard in praiſing andthank- 
ing the Lord; And when they lift up their Voice 
with the Trumpets and Cymbals, and Inſtruments wk 
of Muſick, &c. that then the Houſe was filled with 
a Cloud, even the Houſe of the Lord. The Uſe of * 
Muſick was continued in the Church of the Jews, even 
until the Deſtructim of their Temple and Nation by 
Titus. And the uſe thereof alſo began in the Chriſtian Par 


1 Cburcb in our Sa viour and his Apoſtles time. F you con- An 
ut the Writings of the Primitive Fathers, you ſhall A. 
Wi fearce meet with one that doth not write of the Divine 7 


iſ! Uſe of Muſick in Churches; and yet true it is, that 
x ot He „ tor Woe ww les 222 eme 
Woe been 7 R e ge . Fe 
i. co; beet Lau- cone MH _ PP 
Ws. for He ca {/2) ee Acne, rhe l, 
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its Divine and Civil USES. 
ome of them did find fault with ſome Abuſes theredf in 
the Service of Ged ; (and ſo they would now if they 
were alive; ) but that condemneth the right Uſe thereof 
no more than the Holy S upper is condemned by. St. Paul, 
while be blameth thoſe who ſhamefully profaned it. The 
Chriſtian -Emperors, Kings, and Princes, in all Ages, 
bave had this Divine Science in great Eſteem and Ho- 
nour: Conſtantine the Great, and Theodoſius, did 
both of them begin and ſing Divine Hymns in the Chri- 
ſtian Congregations; and Juſtinian the Emperor com- 
poſed an Hymn to be ſung in the Church, which began, 
To the only begotten Son and Word of God. Of 
Charles the Great it is reported, That he went often into 
the P[almody and ſung himſelf, and appointed his Sons 
and other Princes what Pſalms and Hymms ſhould be 


wr. But to come nearer home, Hiſtory tells us, That f ex li 


the ancient Britains of this [land bad Muſicians before 
they bad Books; and the Romans, that Invaded them, 


(who were not too forward to magniſie other Nations) 


confeſs what Power the Druids and Bards had over the 
People's Affections, by recording in Songs the Deeds ' of 
Heroick Spirits, their Laws and Reljpion being ſung m 
Tunes, and ſo without Leiters "tranſmitted to Poſterity ; 
wberein they were ſo dextrous, that their Neighbours of 
Gaul came hither to learn it. Alfred, a'Saxon King of 
this Land, was well skilPd in all manner of Learning, 
but in the knowledge of Muſick took moſt delight. King 
Henry the Eighth did much advance Muſick in the firſt 
part of bis Reign, when his mind was mere intent upon 
Arts and Sciences, at which time be invited the beſt 
Maſters out of Italy, and other Countries, whereby he 
grew to great Knowledge therein; of which be gave 


Teftanony, by Compoſing with bis own hand io entire 


Ver: 


Of MUSIC K in General, aud of 


Serwices of five and ſix Parts, as it is Recorded by thy 


Lord Herbert, who writ his Life, Edward the Sixth 
1 a Lover and Encourager thereof, if be may believe 
Dr. Tye, one of his Chappel, who put the Acts of the 
Apoſtles into Metre, and Compoſed the ſame to be ſung 
in four Parts, which he Printed and Dedicated to the 
King . His Epiſtle began thus ; 
Conſidering well moſt Godly King, 
The Zeal and perfect Love, 
Your Grace doth bear to each good Thing, 
- ar giv nf is from Fbove: 
That ſuch good Things your Grace might move, 
_ Your Lute when you aſſay. FEY | 
Inſtead of Songs of Wanton Love, 

Theſe Stories then to Play. 
Deen Elizabeth was not only a Lower of this Divin 
Science, but a good proficient herein; and I have been 
informed by an ancient Muſician and her Servant, that 

did often recreate her ſelf on an excellent Inſtrumen 


call d the Polyphant,not much unlike. a Lute, but ſtrut 
with Wire: And that it was her care to Promote th 


fame in the Worſhip of God, may appear by her 49th In 
junction. And Lo I. l. 75 Aa Pa 
tents to the Muſicians in London for a Corporation. 
Nor was his late Sacred Majeſty and Bleſſed Martyr, 
King Charles the Firſt, behind any of his Predeceſſor 
in the love and promotion of this Science, eſpecially in th 
Service of Almighty God, which with much Zeal h 
. would hear reverently performed; and often appointt 
_ the Service and Amhbems himſelf, eſpecially that (hat 
Service Compoſed by Dr. William Child, 5 by br 
| Knowledge in Muſick, a competent Fudge therem, an 
could play his Part exactly well on the Baſs- Viol, eſpe 


cialiy of thoſe Incomparable Phantaſies of Ar. Cope 


rario to the Organ. 


of F its Divine and Civil USES: AN 
| by thilh of whoſe Vertues and Piety (by the infinite Mercy \ \ 
e Sixth of No 1 God) this Kingdom op —_ a living 
believe Example in his Son King Charles the Second, whoſe |. 
Love of this Divine Art appeard by bis Encourages \. 
ment of it, and the Profeſſors thereof, eſpecially in bis * 
bountiful Augmentation of the Annual Allowance f x; 
the Gentlemen of his Chapel; which Example, if it 7 
were followed by the Superiors of our Cathedrals in: 
this Kingdom, it would much encourage Men of this 
Art (who are there "employ'd to Sing Praiſes to Al- & 
ove, || mighty God) to be more ſtudious in that Duty, and — 
would take off that Contempt which is caſt upon ma- 
ny of them for Their mean Performances and Poverty; 
but it is their and all true Chriſtians Sorrow, to ſee how 
Divin that Divine Worſhip is contemmed by blind Zealots who 
e bei di not, nor will not underſtand the Uſe and Eclxe- 
u, that lency thereof. | 2 
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umn But Muſick in this Ape (like other Arts and Scien- "3... 
ſerum ces) is inlow eſteem with the generality of People. Our late © I 
te thill and Solemn Muſick, both Vocal and Inſtrumental, is now © } 
th In juſtled out of Efteem by the New Corants and Figs of X 8 \ 
1 Pa Foreigners, to the Grief of all ſober and judicious Under- 1 J 
„er of tha firwerly ſa and good M > the N 
muſt we expect Harmony in Peoples minds, ſo long as = by Pa. 
| Pride, Vaniy, Patti, and Diſcerds, are ſo predommant 3, © 


in their Lives. But I conclude with the Words of -X 
Mr. Owen Feltham in his Reſolves; We find, {aith > 
be, that in Heaven there is Muſick and Halelujabs 

Sung; I believe it is an helper both to Good anc. 
Evil, and will therefore honour it when it oves 
to Virtue, and ſhall beware of it when it would 
flatter into Vice. 3 1 
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On the DEATH ff. 


T HE 
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68 


Mr. JOHN PL AYFORD, 


Author of Theſe, and ſeveral other 


Excellent WO R KS. 


WE muſt.ſubmic,.in vain with anxious Strife, 
We labour to ſupport this load of Life; 
No Prayers, nor Penitence, no Tears prevail 
Wich the Grim Tyrant of this mournful Vale. 
Like Slave in Amphitheattes of old, 
Each others ghaſtly Ruin we behold : 
And the proud Sovereign, whom in the Morn, 
Imperial Crowns and Purple Robes adorn, 


Drops from his glitt ring Throne; e er mid of Day, | 


Himſelf become the greedy Morniſter's Prey, 

To the dark Shades 6 many Ways we fly, 

- *Tis:more a Miracle to be Born than Die. 
And ſince our Courſe is by the Fates decreed, 

' He runs ĩt beſt, who runs with ſwifteſt Speed. 

Breathleſs and Tir'd, the Wretch who — behind, 


Spurs on a Jaded Life that's lame and blind by 7 


And what avails one ſad and painful Hour, 
Whom Death s inſatiate Jaws the next devour? 

So frails our State, ev ry mean Shrub we ſee, 3 
Has greater Strength and Permanence than we, 


; Though fer in Tears to Night, next mor n the Sun 


Does his eternal Race of Glory tun. 

The rolling Sand glides through the narrow Space, 
And Age co Age renews the meaſur'd Chace, 
Our brittle Glaſs, thin blown, and weakly Bur d, 
Drops i its Hock Hour end never more is turn d. 


Oh, 
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Mr. John Playford's EL EGT. 
Oh, never more, (My Friend) muſt my,charm'd. Ear, 
Thy cheerful Voice, and skilful Muſick Hear! 
For ever ſilent is that Tuneful Lyre, 
Which Men, inſtead of Beaſts did long inſpire- 
And ſure the dying Prince lamented well 
D Not when the Emperor, but Maſician fell. $ 
„ When 2Playford's Hand the well ſtrung Harp adort d, 
The Principles of Life and Senſe we ſcorn'd; _ 
Pleas'd with the Sound, we wiſh'd our Vital Ait 
Might only enter at the raviſh'd Ear. 
1 Thoſe glorious Deeds which were in Times of old, 
7 Of the Great Thracian Fabulouſly told: 
Or what's aſcrib'd to ſweer Ampbions Names ' _ 
Was nobly done by this Great Son of F me. 
As high to Heav'n as Human Wings can ſpread,  - 
And deep to Hell as Mortal Steps can treads _. 
His Pow'rful Strains with learned Force did go, 
Soar'd to the Skies, and pierc'd the Shades below. | 
His Wondrous Skill did: Wealthy Fabricks raiſe, 7* 
Fair Albion's liſt ning Stones obey'd his Lays. » @ 
And ſtand the Signs of Gratitude and Praiſe. Dd. 
All Sons of Art adorn'd their Revirend Sire, 
- And made his Manſion a perpetual Quire; 
His Life (Harmonious, Gentle and Sweet): 
Was well Compos d, and in true Concord ſet. 
Each noble Part adorn d its proper Place; 
And Rigid Virtue play'd the Thorom- Baſ . 
Well he conſider d that his tender Ly fe 
J. Muſt ſoon be broke, and Tuneful Breath expire 3 
And therefore with a Pious Care reſign c! 
Theſe Eatned Monuments he left behin d. 
Wich ſuch deploring Obſequies he fell, 
As, fęetch'd the fair Euridice from Hell. 
But al in vain we Morn, -while from our Eyes 3% & 06 _ 
Ev'ry belov'd and. heanteous Object flies, Nd: a 
Ve Sons on Earth, whom proud Atchievement ſwell, 
Behold his Corps, and boaſt no more your skill! > TT 
When all your Labour with Perfe&ion's Crowu d, & 
Diſcord and Death ſucceed the ſweeteſt Sund. 
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On the Death of - 
Mr. = 1 


8 Entle Shepherds, you that 3 
The Charms of Tuneful Breath, 
That Harmony in Grief can ſhow, | 
Lament for Pious Theron's Death? 
Theron the Good, the Friendly Theron s gone: 
Rending Mountains, weeping Fountains, 
... Groaning Dales ind Ecchoing Vales, | 
Ir you want Skill, will reach you how to Moan. 
Could Innocence or Piety, | 
-- Expiring Life maintain; 
Or Art prevail on Deſtiny, 
Theron ſtill had grac'd the Plain, 
Belov'd of Pan, and dear to Phebrs Train. 
Muſes, bring your Roſes hicher, _ 
Strew them Gently on his Hearſe ; 
And when thoſe ſhort liv d Glories whither, 
Crown it with = laſting Y ERSE. 
Roſes foon will fade away, 
| Verſe and Tomb, muſt both decay : ++ 
Yet 7heron's Name, in ſpite of Fate's Decree, | 
An endleſs Fame ſhall meet; = 
No Verſe ſo durable can be, 
Nor Roſes half fo ſweet. 


CHORUS. 


| Then waſte mv more in Sighs your Breath, 
Wer think his Fate was hard; 
| There's uc ſuch Thing as Sudden Death, 
To thoſ, e that always are prepar * 
Prepar d like him, by Harmony and Love, 
To Join at Frſt approach, the Sacred Choir above. Tat 
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CRODUC TION 


TO TH E 


Skill of Muſick, 


CHAP. I. 


Of the Scale of Muſick, calPd the Gamut, 
and of the Cliffs. 


HE GAMUT is the Ground of al 
MUSICK, Vocal, orginſtrumental, 
and (as Ornithoparchus reports) was 
Compoſed by Guido Aretinus, about 
the Year 960, out of a W of St. er the 


Baptiſt. | 
uten laxis 5 Eri. f 
Pira geftorum Famuli tuorum. 
Me polluts Labii reatum. 


| And b by another thus : 


At Relivet Piſcrum Fatum Solitums; L aborens 
3 B 3 Th 
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2 A Introduftion to 


The Syllables uſed in Singing, are Us, Re, Ai, 
Fa, Sol, La. As you may fee by their different 
Characters; but &*er I treat any further of them, 
I ſhall lay before yon the Cam, which ought 
to be the Foundation of your Knowledge in this 
Science: Therefore, when you have obſerved the 
Form and Method of ir, I ſhall endeavour to di- 
rect you in the proper Uſe of It, | 


The GAMUT, or _ of MUSICK 
Nr Se! 
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Le Skill of Muſick, © „% 
Firſt, In the firſt Column you have the Names , > 
of the ſeveral Notes uſed in Muſick : Begin then“ des 
at Gamat, and read them upward, and then 
down again, and ſo backward and forward, 
till you have learned them by Heart; then ob- 
8 ſerve what Syllable each proper Name poipts to 
in the ſecond Column, for. by thoſe ſingle Sy] 
lalles you are to ſing; the Names in the firſt 
Column being only to give Denomination to 
the ſeveral Lines and Spaces in the Gammn. For 
Example : Suppoſe a Note placed in the upper- 
moſt Line of the Scale, and you are ask'd where 
ſuch a Note ſtands, ſay in F ue, as you may 
ſeethat Name to point to that Line, and ſo of all 
the reſt of the Lines and Spaces. Now in get- 
ting thoſe Names, you muſt learn the other 


Syllables along with them, whereby to know 
what the Abbreviation of every Name is: As 
for Example; What do you call Gam Tis 

call'd Sal; what Are? Ls; and fo conſequently 
of all the reſt, Now, that this may not ſeem” 

ſo difficult as it appears, tis but obſerving that 
thoſe Names begin with ſeven Letters of the Al- 
phabet, (vix.) G, A, B, C, D, E, F, and then G& 
again, going round till you are gone through 
the Scale; ſo that you may ee, that A is called La, 
where ever yon find it, in any Part of your Gemnt,. 
B is Mi, C is Fa, D is Sol, E is La, F is Fa, and 
G is Sl, whereby the Difficulty of remembring 
r Gamut, (which appears ſo full of hard 
mes) is onbhy to keep in Mind theſe ſeven 
Letters, obſerving that what you call Gama in 
the Boſs, is elſewhere called G ſolreut; what Are, 
B 4 Ala- 
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Alamire; what B mi, B fabemi; what C faut, 
C ſolfaut, and C ſolfs, what D ſolre, D laſolre, and 
D laſol; what Elami, i in the Treble Ela; and F faut 
js every where the ſame. | 

Secondly, You ſee the Lines of your Gamut are 
divided into three Fives, expreſſing the Fhree 
ſeveral Parts in Muſick, Treble, Tenor (or Mean) 
and Baſs ; and on one of theſe Five Lines in every 
Part, there is a particular Mark or Character, 
called a Cliff, by which you may know how to 
call any Note that is placed on the Five Lines, or in 
Spice. Ontbe fourth Line from the bottom which 
is. F faut, you ſee this Mark EE, which is called 
the Baſs or F faut Clif, bockaſe "is placed on 
F faut; on the tecond Line above ir, you ſee 
this Mark F, which is called the Tenor, or 
C ſolfaut Clif, for the ſame Reaſon as before ; 
and on the {econd Line above that, you ſee this 
Mark F. which is called the G ſolrent or Treble 
Cliff: Now take any of the five Lines which 
you ſee braced together out of the Scale, and 
youll find theſe ſeveral Cliffs placed, the Baſs on 
the upper Line, but one, of the Five, the Tenor 
on the middle, and the Treble on the lower Line 
but one, Now, as I faid before, by theſe Cliff 
you know how to name your Notes when you 
fee them prick'd down, for each of them give a 
different Name to a Note; for Example ; Sup- 
poſe a Nete mark'd on the middle Line of five, 
and no Cliff put ar the Beginning, then yi can 
have no N ime for it, but put the Baſs Cliff here 
and 'tis D ſolre; put the Tenor, and *ris C ſalfaut; 
* the Trille, and is B fabemi, agreeing with 
your 
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The Stil of Muſick. kb 
your Scale or Gamut. That you may the better 
underſtand me, Þl1 lay before you the Gama 
placed on Five Lines according to the manner 


of Singing, beginning at Gamut in the Baſs Cl; 1. | 
and deſcending through the Tenor to the Te 


Cif, and ſo up to G ſolreut in Alt. 
The Scale or GAMUT on the Five 44 
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Gamut. Ire. B mi. C faut. D. ſolre, E lami. 


Now to ſing your Notes, you cannot uſe the 
Words, Gamut, Ire, &c. They being too long ; 
therefore their meaning is contracted to theſe 
ſeveral ſhort Syllables, Sol, La, Mi, Fa; Ut and 
Re being” left out, and are wich leſs Confuſion 
ſupply*d with Sol and La: It was the Ancient 
Practice, and the French generally uſe it now, 
but this Modern Way is found left difficult to 

| the 


An Introduction to 
the young Practitioner, being not ſo burthen- 
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ſome to the Memory. Now, altho' there is but 


Twenty two Notes ſer down in the Scale, MHufich 


is not confin'd to that Number, but ſometimes. 


you'll meet with Notes both below and above 


F 


to 
ma 
uſu 
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what I have ſet down, (according to the Will 


of the Compoſer) and then you add a Line or 


two to the five Lines, as the Song requires, 


thoſe Lines ſo added being called - Ledger-Lines ; 


and obſerve, That ali ſuch Notes in the Bzſs, are 


called Doubles; as one Note below Gamut; Double 
F faut; two Notes below, Double E lami; and fo 
deſcending to Double Gamut : Like wiſe all Notes 
above F faut; in the upper Line of the Treble are 
called in Alt; as G ſolreut in Alt, Alamire in Alt, 
and fo on. You fee alſo, That all your Notes 
are placed gradually upon the ſeveral Lines and 
Spaces, ſo that if you would write down eight 
Notes in order, a{c2nding one above another, and 
the firſt Note to be G ſolreut in the Treble Cliff, 
which is upon a Line, the next in Order muſt be 
A lamire in the Space, the next B fabemi on the 
Line, and ſo on *all you come to G ſolreut in Alt. 
By this ycu may obſerve, that every eight Notes 
bears the ſame Denomination, as from Gamut to 
Gſolreut, from Are to Alamire, and to Alamire again; 
and thus might you aſcend (if *rwere poſſible) to a 
Thouſand, it being only the ſame over and over 
again; and as it bears the ſame Name, ſo it gives 
the fame Sound, only ſhriller as it aſcends ; but if 
Ten Thoufand Perfons were to Sound a Not juſt 


eight Nates above one another, twould all ſound: 


bke one Note. Pl] proceed in the next Chapter 
to 


80 


the Skill of Muſick; 7 * 
Ito give you a few ſhort Leſnt upon Five Lines, 


marked with the Treble Cliff, that being the moſt 
uſual for Young Beginners. 
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CHAP. II. 


The NOTES, their Names, Number, 
Meaſure, and Proportions. 


Aving in the preceeding Chapter given you 
an Account of the Gamut, and bow your 
Notes gradually aſcend, and deſcend, I ſhall now 
lay before you a Scale of the Notes which are uſed 


in Singing, viz. | 


— Semih ee. 7 8 2 contain 


— 


4 Minims, ff jb ff contain 


« cab, CH contain 


1 
DD 


r 

r Pn 32 Semiquavers, 64 — 
ſt Theſt are the ſeveral Marks to which you muſt 
di Ppply thoſe Syllables, Sol, Lz, Mi, Fs, mentioned 
x In the * Chapter; and before I proceed 
0 to 
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to a Leſſon of Plain Som, I think it neceſſary you 
ſhould underſtand the Meaſure or hes ache of 
Time each Note requires.- 

I begin firſt with the Semibreve, which you 'may 
ſee is an open Head without a Tail; this Note we 


call the Maſter-Note, it being the longeſt Note for 


quantity of Time now in uſe, and is performed 


while you may leiſurely tell 1, 2, 3, 4. But of this 
1 ſhall ſay more in the next Chapter. The next 


Note is called a Minim, which you may diſtinguiſh 
by having a Tail added to the open Head, and is 


but half ſo long in Time as the Semibreve, The 


next is a Crotchet, which is the Head filled up all 
Black, and is but half the length of a Mizim, The 
next is a Onaver, Which is the Tail turned up 
again with a plain Stroak, and is but half the 
length of a Crotchet. The next is a Semiqua ver 


the Tail turning up with a double Stroak, and is | 
but half the quantity of a Qua ver. The next is a 


Demiſemiquaver or Demiqua ver, the Tail turning up 
with a tripple Stroak and but half the length in 


Time of a Semiqua ver; but the Printer having none 


of that Character by him, I was obliged to omit 
it in the Scale; ſo that one Semibreve is as long 38 


2 Miuims, or 4 Crotchets, or 8 Quavers, or 16 Semi- 
qua ders, or 32 Demiſemiquavers. Having Treated 
of the Gamut, and of the Quality of the ſeveral 


Marks and Characters we call Notes, I ſhall pro- 


ceed to give yon anAccount of what we call Time; 


only give me leave to add, that fofmerly they 


uſed three other Notes more than what l have 
ſhewn you, of which, that you may not be igno- 


rant, I will acquaint — what they are, (vix) 
A Large, 


ſa 


al 
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A Large, a Long, a Breve; now a Breve is tw¾äice the 


length of a Semibre ve, a Logg, twice the length of 
a Breve, and a Large twice the length of a Long, 
ſo that a Large is as long in ſounding as 8 Semi- 
lreves; Which a Sound too long to be held by 


any Voice or Inſtrument, except the Orgas. 


eee eee 
ir 


95 the MOODS: or Proportious of the 
Time, or Meaſure of Notes. 


HIS Part of Muſick, called Time, is ſo necet. 
fary to be underſtood, that unleſs the Pra- 
ctitioner arrive to a perfection in it, he will never 
be able to play with any Delight to himſelf, or 
at leaſt to a Skilful Ear, the uſe of it rendring 
Muſick ſo infinitely more pleaſing and delight- 
ful, which to obtain, I have ſet doun theſe 
following Inſtruffions. 

That. there is but 290 Moods or CharaBters by 
which Time is diſtinguiſhed, (viz.) Common-Time, 
and Tripla-Time; all other Variations and Diſtin- 
ions of Time (like fo many Rivule ts) taketheic 


Otiginal from theſe to; the Marks of which are 


always placed at the beginning of your 1 or 
1 Ln, 

Firſt, 1 ſhall leak of Common-Time, of which 
may be reckorꝰd three ſeveral Sorts z _ firſt and 
floweſt of all is marked thus C: *Tis meaſur'd by 


a Semibreve, which you muſt divide into four equal 
Parts, telling one, tut t bree, four, diſtinctly, putting 


your 
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your Hand or Foot down when you tell one, and 
taking ic up when you tell zbree, ſo that you are 

as long down as up. Stand by a large Chamber- 
Clock, and beat your Hand or Foot (as I have 

'before told you) to the ſlow Motions of the Pen. 

dulum, telling one, two, With your Hand down as 
vou hear it ſtrike, and three, four, with your Hand 

up; which Meaſure | wonld have you obſerve in 
this ſow Sort of Common-Time: Alſo you muſt ob- 
ferve to have your Hand or Foot. down at the 
beginning of every Bar. 

The ſecond Sort of Common Time is a lene fa- 
ſter; which is known by the Mood, having a 
Stroak down through it thus, # 

The third Sort of Common-Time is quickeſt of all, 
and then the Mood is retorted thus ; you 
tell one, two, three, four, in a Bar, almoſt as faſt as 
the regular Motions of a Watch. The French Mark 

for this retorted Time is a large Figure of 2. 
There are two other Sorrs of Time, which may 
be reckon'd amongſt Common-Time for the equal 
diviſion of the Bar with the Hand or Foot up and 
don: The firſt of which is called Six to four, each 
Bar containing fix Crotebets, or fix Qua vers, three 
to be ſung with the Hand down, and three up, 
and is marked thus 5, but very brisk, and al- 
ways uſed in Figs. = 
The other Sort is called merh to eigbt, cath” 
Bar containing twelve Qua vers, ſix withe the Hand 
or Foot down, and fix up, and mar d thus: 
Theſe are all the Moods of Common-Time now in 
Uſe. * length * your Notes * perfectly 
=” 
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there is as many more down as up. 


the Skill of Muſick; IT 
get before you can righely keep Tine; for the 
whica, I refer you back to Chap. 2. 

Triple Time, that you may underitand it right, 
I will diſtinguiſh into two Sorts : The firſt and 
floweſt of which, is meaſur'd by three Manis in 
each Bar, or ſuch a Quantity ot leſſer Nores as 
amount to the Value of three Minims, or one Point 
ed Semibrevs, telling one, vo, with your Hand down, 
and up with it at the third; fo that you are 25 
long again with your Hand or Foot down as up, 
This Sort of Tye is marked thus +. 
The ſecond Sort is faſter, and the Minims become 
Crotchets ; ſo that a Bar contains three Crotebeti, or 
one Pointed Minim; tis marked thus, 3 or thus 3); 
or Three to four, marked thus +, fometimes you'll 
meet With three Quavers in a Bar, which is mark'd 
as che Crotchers, only ſung as faſt again. 


There is another Sort of Time, which is uſed 


n Inſtrament al Muſick, called Nine to fix, marked 
thus 2, each Bar containing Quavers or Crotebets, 
fix to be play*d with the Foot down, and three up. 
This I atfo reckon amongſt Tripla-Time, becauſe 


Theſe I think, are all tue Moods now. in uſe 
both Common and Tripla-Time: But *tis neceſſaty 
for the Young Practitioner to obſerve, That in the 
middle of ſome Sowgs or Tunes, he will meet with 
Qua vers joĩnd together three by three, with a Fi. 
gure of 3 marked over every three Dwavers, or 
(it may be) only over the firſt three: Theſe muſt 
be perſorm'd each three Quavers to the value of 
the Crotcher, which in Cormmon-Time, is the ſame 
with Twelve to eight, and in Tripla-Time, the ſame 
with Nine to = A 
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A Perſection in theſe: ſeveral ad, cannot be 
obtain'd without a diligent Practice, which may 
be done at any Time when you do not fing or 
play, only celling one, two, three, four, Or one, two, 
three, and Beating to it; (as I have before obſery- 
ed.) Alſo the Young Praftitioner maſt take Care 
to Sing or Play with one that is perfect in it, and 
ſhun choſe which are no better than himſelf. . 

Now l ſhall venture to ſet you a Leſſan of Plain 
Song. Indeed I told you in the End of che firſt 
Chapter | would do it, but I thought it neceſſary 
firft to add theſe two Chapters for your — 
Inſtruction; and ſo I hope now you any be 8 80 
* well pre pard for i it. 


Se e SONY ee 


CHAP. Iv. 


of Towing the VOICE 


| Fs given you plain and familiar Rules! for 
| the underſtanding of the Gamut,and of what 
we call Time, I ſhall now proceed to a Leſſon of 
Plain Song upon five Lines in the Treble or G ſolreut 
Cliff, conſiſting of eight Notes, gradually aſcend- 
ing and deſcending, agreeing with the eight up- 
rmoſt Notes mentioned in your. Gamut, with 
the Mark of c Time enen at |; the row 
. ning. 


1 1. 
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Sik vo u 1 you {Whos what all his means, | 
| only you cannot Tune your ores right, u or can 
it be ſuppoſed you ever, Will, without the Afi- 
ſtance of ia. Tuneable Voice, or Inſtrument; at the 
firſt; all che Benefit you gan reap without it, is 
to obſerve hat I no am going to la dow, 
1 to * ons ang belonging 
to thole eight Notes alge ing and elcending. 
When a Sdund is given to, the; firſt Ns call 

| Sol, you raiſe to La, (as the next in order aboye 
0 it) one whole Tone or Sund, and ano et whole 

” | Toneto M4 ; from Mi to Fa is but half a; Tone; 
from #a'to Sol, and Sol t 1 La; are whole Tones; 
from La to Fa, but ha} 2 Tone z f 3 from, 'Fa 4 to 
Sol, a whole Tone; EY might aſcend; if 
your Voice would permit you, n Thouſand 
Odtaves in the ſame Order as t is one. The 


es s for difference between whole Tones and half Tones, 
what either riſing or falling is ealily diftinguilt'd; a 
on of whole Tones being | cher} to the, Ear, bur 


half Tones melancholy ; and you'll always meet 
end- with two Half Tones (either riſing or falling) 

t up- within the Compaſs of eight Notes, and thoſe 
with two are'call'd Fa; for to riſs from M to Fa, 
egin- and from Ta to * are melancholy Sounds; alſo 
* do fall from Fa to La, and from Fs nee 
N Sounds. But let us look back on the 
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Leto of Plain Song, . - which you muſt manage 
thus When Fs have ſounded! tie firſt Note, 
ou muſt riſe by whole and half Tones or 
Wunde, as I have before obſerv d, till you aſcend 
to the top of your Leſſon, and then down again, 
layine your hand down when you begin to ſound 
the firlt Note, and taking it up hen yon have 
half ſung it; then laying it down at the next, 
and up again ; fo confequently'of all the reſt 
t at ate of the fame Quality, according to the 
Direction of Chap. 3. Now for fear you ſhould 
Not lit in Tune at the firſt, you ought tb 
get the Affiſtance of à Perſon either Skilfd in 
the Voice or Inſtrument, and ler him Sing or 
Play your eight Notes 6yer with you, till you 
can-retain the Sound in your Memory, ſo well, 
as to be able to do it wit Hout him. When you 
2 perfe& in this Leſſon, here is one n — 
5 er, called Thirds, [becauſe of the skipp 
470 the Pirft to the Third, and ſo miſſing x 
Nie od 40550 er 45 you rie and fall. 


81 mi 1 famiſulfala. Lafa ol mi aka ſo 


This Leſſon I have put in  Minims, which are 
to be meaſur d one with the Hand or Foot down, 
and one up: But for fear you ſhould not right- 
ly underſtand what I mean by skip ing a Note, 


. l ſer an 3 upon this Leſſon — : 
You 


le dy: hy 15 
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5 You ſee now in the firſt Bat of this Lefſon you 
aſcend three Notes, as you were 7 

in your eight Notes, {viz.) how = po 
Deſcend gradually, fo that when you have Jang 
the three firſt Notes, you muſt leave out the ry + 
cond Note, and skip from the firſt ed the third, 
winch will be rhe ſame thing with che firſt Bar 
in the former Leffon of Thirds ; and the ſame 
Mod you muſt obſerve to go throngh the reſt 
of this Leſſon: Alſo the like muſt be done with 
1 Fourths,, Fifths, Sixths, Sevenths and Eighths. I 
* ſhall only add another Leſſon, wherein theſe 
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Of the Reſts, or Pauſes, of Pricks or Points 
of Addition, Notes of Syncopation, and 
Ding of Notes. A 


1 N the foregoing Leſſon, you may obſerve other 
Characters intermix'd with the Notes, which 
are call'd Reſts or Pauſes, being a Character of 
Silence, or an Artificial Omiſſion of the Voice or 
A Sound, proportion d to the Meaſure of other Notes, 
Ns according to their ſeveral Diſtinctions; which, 
that the Performer may not Reſt or Pauſe too 
long or ſhort before he Plays or Sings again, 
| there is a Reſt aſſigned to every Note; As for 
Example; The Semibreve Reſt is expreſſed by a 
Stroke drawn downwards from any one of. the- 
five Lines, half thro' the Space between Line 
and Line; the Minim Reſt is aſcending upwards 
from the Line; The Crotchet Reſt is turned off 
like a Tenter hook to the right hand, and the 
Quaver Reſt to the left: The Semiquaver Reſt is 


Lich a double Stroak to the left, and the Demi- 
ſemiquaver Reſt with a tripple Stroak to the ſeft. 
* Now, whenever you come to any of theſe Reſts, 


you muſt ceaſe Playing or Singing, till you have 
counted them ſilently, according to their value 
in Time, before you Play again; as when you 


meet with a Semibreve Reſt, you muſt be as long 
filept as you would be performing the Semibreve, 
p. before you Sing or Play again; and ſo of a 


Crotchet, a Quaver, &c. If the Stroak be drawn 
see W4 from 
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An Introduction to | 
from one Line to another, then 'tis two Semi- 
breves : If from one Line to a third, then 'tis 
four Semibreves : As in this follow ing 


Example. | 
8 Semibrevse. 4. 2. 1. Minim, Cretchet.Quaner Semiquav. 
EMEFEMIMMEMCESEIYIS =52 
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| Now you muſt obſerve, That when you meet 


with a Semibreve Reſt made in Tripla-Time, or in 


any other ſort of Time beſides plain Common- 
Time, it ſerves for a whole Bar of that Time 
which you Sing or Play in, altho the Time may 
be longer or ſhorter than a Semibreve; or if *tis 
drawn from Line to Line (like two Semibreve 
Reſts) it ſerves for two Bars, and no more nor 


leſs; ſo for four or eight Bars, or more, accord- 


ing as you find it mark'd down. 2 

he Prick of Perſection, or Point of Addition, is a 
little Point plac d always on the right ſide of the 
Note, and adds to the value of the Sound half as 
much as it was before: For as one Semibreve 


eee 
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Sometimes you will meet with a Prick or Point 
4 plac'd at the beginning of a Bar, which belongs 
* to the ap Nate in the preceeding Bar. As for 


Example — 
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2 Notes of Sycopation, or Driving Ne pte, arewhen 
or your Hand or Foot is taking up or put down while 
d- the Note is ſounding, which is very aukward to a 
young Practitioner; but when once he can do 
8a this well, he may think himſelf pretty perfect in 
he rien Ti me. Take this a SS eg 


1 FI 


Of the Thing of Fe YN are two ſorts; ; 
the firſt is by a ſtroke drawn like a Bow over 
the Heads of two, three, or more Notes, . When 


ft ah are to be Sung but to one Syllable. Sor BE 
3 S 
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Charning C Clo- rin da bright and fair. fl, 


The ſecond ſort of Thed-Nites, are with a 
ſtreight Stroke drawn through the Tails of two, yy 


* * * . 


. 
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khree, Or More Notes, as in the TY * 
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This . mews, that many times in fc 
Songs or Leſſons, two, four or more Quavers or 

' Semiquavers are tied together by a long Stroak, * 


drawn through their Tails, and tho” they be ſo, hi 
they are the ſame with the other, and are fo ti- 
ed for the benefit of the Sight, when many a 
Quavers or Semiquavers happen together, not al- 

tering the Meaſure or Exoportion of Time. p. 
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CHAP. VL 213 

Of other Marks or Characters uſed in Muſick. 
5 HE Principal part of which Characters area 
Flat and a Harp; the Hat is mark'd thus, H, 

and the Sharp thus, &: The Uſe of them are to 
fat and ſharp any Note they are plac'd before. 
For Example: Suppoſe you were ſinging up 
your eight Notes, and when you come to Cfolfa, 
or the firſt Fa above your Mi, you ſhould find a 
Sharp in that ſpace, you muſt net Sing it as I 
directed in Chap. 4. where I told you, twas but 
half a Note or Tone above your Mi, but you 
muſt Sing it a whole Tone above; the quality 


of a Sharp being to raiſe any Note tis plac'd 


before, half a Note or Tone higher, or (to ſpeak 
like a Muſician) ſharper than it was before. 
Alſo when you deſcend to a Sharp, as from La 
to Sol, and a Sharp ſhould be in S, then you fall 
but half a Note, which 1s a melancholy Sound, 
as I before told you all half Notes were, either 
riſing or falling; and conſequently you may eaſi- 
ly diſtinguiſh whether you ſound it right or not, 
for 'tis like falling from Fa to La, or Fa to Mi. 
A Flat, when 'tis plac'd before any Note 
which you ſhould ſound a whole Tone or Note 


higher than the Note immediately before it, o- 
bliges you to ſound it bur half ſo high ; in the 


ſame Manner as from Mi to Fa, or La to Fa. 
Obſerve alſo that when theſe Flats or Sharps are 
plac d at the beginning of your five Lines immedi- 
ately after your Cf, they ſerve to all the rp 
SE. : | that 
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that ſhall happen in that Line or Space where you 
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„ 
There are two ſorts of Bars, the ſingle and 
| le Bar ſetve to divide the 
Time, according to the Meaſure of the Semi- 
breve. And the double Bars are ſet to divide 
the ſeveral Strains or Stanza's of the Songs and 


Leons. They are thus made. 


5 


7 Repeat is thus made 8: and is. uſed to ſig- 


nifie, that ſuch a Part of a Song or Leſſon mull 


be play'd or Sung over again from the Note 


over which it is plac d. 
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| HA N. V. 
Of the ſeveral KEYS in Muſick; alſo what a Key 
i, and bow to Name your Notes in any of them. 
T TY Aving already given you ſome Hints of the 
7 Flats and Sharps, I ſhall now progeed ro in- 


ſtruct you in the further Uſe ef them, with the 
* Os ere 


The Skill of Muſick. 23- 
{everal Arenal of Keys they produce by being 
plac'd at the beginning of the five Lines; but 
before I proceed any further, I think it requiſite 
to let you know what a Key is. For Inſtance z' 
Suppoſe you have a Leſſon or Song vriele'd | 
down, you mult obſerve in what Space or Line 
the laſt Note of it ſtands on, and that is the Key, 
Now it very often begins in the Key, but ſome- 
times a Third or Fifth, above it, and ſo you can- 


not ſo well tell, but it certainly ends in it. 


A Key is a Song or Tune depending ona Sound 
given, as a Sermon does on a Text, and when, 
it ends right, it gives ſuch Satisfaction to the 
Ear, that nothing more is expected after it; like 
2 Period at the end ofa Sentence, when the 
Senſe is full, and no more depending upon it. 

Jou muſt always name your Keys in refe- 
rence to the Baſs. 


Example. 
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. his Leſſon is ſet in Are Key, tho? you ſee 
it begins in Ela, a Fifth above it. 

Now ſnppoſe you were ask'd what Key this 
Leſſon i is in, you mult not fay Alamire, bebe 


it ends there, but Axe, in reference to the 4 
as I ſaid before. 
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| There are · but two Keys in Mufick, one flat, 


and the other ſbarp, which is ſufficient to write 


down any melancholy. or cheerful Song whatſoever, 
The melancholy or flat Key, without either flat 
or ſharp at the beginning, is Are or Alamire ; 
the ſparp or cheerful Key, without either flat or 
ſharp at the beginning, is C ſaut or C ſolja; 
Theſe we call the two natural Keys, becauſe a 
Song may be ſer in either of them without the 
help of Flats or Sharps ; which cannot be done 
in any other Key, bur there muſt be either Flats 
or Sharps plac'd at the beginning of your five 
„ ff 3554 © 000tt 7 


The Principal Keys made uſe of, are as fol- | 


low : Gamut Flat and Sharp, Are Natural and 
Sharp, B mi Natural and Flat, C faut Natural 
and Flat, Dſolre Natural and Sharp, Elami Na- 
rural and Flat, and ſometimes Sharp; faut 
Natural and Flat, and ſometimes Sharp. 
There may be more thought on to puzzle 
Voung Beginners, but not of any Uſe, here be- 
ing Variety enough to pleaſe the Er. 
Now you'll never meet with any Song or 
Tune bur "cis ſet in one of theſe Keys I juſt now 
mention'd; I would therefore adviſe you to 
Sing or Solſa well in the two natural Keys before 
you proceed to the reſt, and then-you ll acquire 
= Knowledge of them wich much greater 
eaſe. EY : 
I ſhall now proceed to ſet this fat Leſſon, 
which is in A in all the reſt of the flat or me- 
lancholy Keys, and ſhall begin with Gamut. 
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: | - The Skill of Muſick. Ip. A 
Get but a Violin to play this Leſſon over, and 

: - | you'll find the ſame Air thro' all, as in your Na- 
rural Key; fo that the difficulty of Soffaing in ax 
= =of theſe melancholy or flat Keys, is to apply them 

I all to Are Key, and then you cannot fail. 
For Example : The firſt Note of your Leſſon 
=— || in the Natural Key you call La, which ſtands in 
the uppermoſt ſpace of the five Lines, now in the 
reſt of the Keys, you may obſerve the firſt Note to 
be in a different Place, according to the diffe=« 
— | rence of the Keys; but you ought to give every 
— | Note the ſame Name in theſe ſeven ſeveral Keys, 
as you do in the Natural Key, for the Reaſon I 
] gave you before, reconciling all melancholy Keys to 
to Are Key, and all cheerful Keys to C faut -Kty. 

I Alſo obſerve well the number of the Fats or 
Sharps that occaſion the ſeveral Variations. 


| I ſhall now proceed to a Leſſon in your N 

- || tural. Sharp or Cheerful Key, which is C faut, and 
I ſo go through the reſt of the cheerful Keys, as 1 
have done. the flat Ones. 


< Far Example, * _ 
Gamut, Sharp. 
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Are Sharp. 
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T The ſureſt way to underſtand theſe ſeveral! 
Keys, is firſt to get Leſſons in theſe two Natural 
till you are perfect in them, and then 
proceed to one Flat, and ſo on to two or more 
till you have conquer d all. The like Method 
you muſt obſerve with the Sharps. pr. 


I would adviſe you at the firſt to get any 
Song you meet with put into one of the Naty 
ral Keys, alſo I would have you make uſe of th 
Treble Cliff, being always placed on the ſecond 
Line from the bottom of your five ; the Baſs | 
Cliff is not ſo common as that, altho it's as 
certain as the other; but the Tenor Cliff is very 
uncertain, for you may find it plac'd on every 
Line of the five, except the uppermoſt, obſer- 
ving that whatever Line it ſtands on you ought 
to call it Cſolfaut, as if it ſtood upon the mid- 
dle Line, and the Notes below and above it e- 
qually the ſame, as in the Scale or Gamut. 


Let me entreat you to practice your Leſſons 
for a conſiderable time, pricked down in theſe 
two Keys, Are and Cſolfaut, before you proceed 
to the other; and believe, that nothing but a 
diligent Application will overcome any Diffi- 
aulties you'll meet with in this Science. 
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ſeveral Authors, Sometimes it is ſung by one of 


the following Tunes of four Parts, with rhe Or- 
gan, or without it, 7. Deum being ended, and the 
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| —_ rhere is no NET r that N God make clean, & c. 


Choir. 


= r every Collect 
— 1015 Choir 1 
td take not thy holy Spirit Jrow u. | 


Upon, the uſual Days that the Liyy is appointed, 
to be ſung, it is ſang by the two of the Choir in 
the middle of the Church near the Bible-Desk, the 
whole Choir anſwering them to the firſt four Pe- 
titions in the ſame Tune and Words. 


1 2 4 i 
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06 = | the Sc Son, Cc. have _—_ o_ us, miſerable, a 


O God the holy Ghoſt, &. — merey upon u, 
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Choir. | Choir: 
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O Lamb of God that takeſt away, &c. Grant us Per peace: 
. IE Choir, - - 
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O Lamb of God that takeft —_ Ec. Have mercy * "I 
* Prieft- - - | Choir. . — 
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| ad. bave mercy, Kc. Chriſt have mercy, V, Et i Chriſt EEE mercy, — 
r Choir. Choir, 


Lord have merey' open 1 US, _— bave mercy, &c. Our Fate Kc. 
ie. . 5 


But deliver us from evil, Amen. 0 — deal os _ ce 
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Neitber reward us after, &c. 
_ Pri-ſt, 
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- 45 Name ſale: O God we have heard, c. time before them 
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And to the holy Ghoſt, As it was, &c. world without end, Amen, 
Prius. Choir 325 . 
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* our enemies defend us, &. ny look 1 5 &c. 
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Pitiful y behold the ſorrow, Ec. Mercifully forgive the fins, br. ; 
Chen. 
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ever vouchſafe, c. Graciouſy hear us, &c. O Lord 8 * 
Choir. Prieſt. 
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mercy be, c. As we do pui our, dec. 


HE Second Service is begun by che prielt * reads ha 
Lord's Prayer in one grave Tone, the deeper if (ſtrong 
and audable) the better. wo CE before the 2 | 
mandments, and the Commaridments © 3 
in a higher Tone, the whole Quire | BE 
(if no ſinging to an Organ) ar- 
ſwering, Lord bave mercy upon s, 
&c. Aſter each Commandment in 
the fame Tone 
Then - the Prieſt. reads the 4 — to thee, L Tord. 
Prayers before the Epiſtle, the 2 —+=+=- 
Quires anſwering Amen, When 5 = 
the Epiſtle is done, and the Goſpel 
named, the Quire ſings. Glory 
he to thee, © Lord, ia the form hear 
ket down, | 
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Glory be 10 thee, 0 Lot. 
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"Glay be to t thee, 0 L 0 Lord. 
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D CHE 27 i is Sey called che Piet 
d Gaul, or the Conſort. Viol, becauſe 
the Mulick thereon is play d from the 


this Viol de Gambo, there are three ſeveral ſizes, 
one larger than the other, accordin g to the Three 


Parts of Muſick fer forth in the Gamnut, viz. Treble. 


Viol, Tenor- Viol, and Baſs- Viol. The Treble-Viol plays 


the higheſt Part, and its Leſſons are prick d by 


the & ſolreut Ch ; the Tenor- Niol, or niddle 
Part, its Leſſons are by the C ſolſaui Cliff A; and 


the Baſ- Vl, v which is * largeſt, irs Lellon#4e | 
"—_— - 


Rules of the Gamut, and not as the 
25a which is by Letters, or Tablature. Of 


64 An Introduction to 
by the F faut Cliff 3. Theſe three Viols agree in 
one manner of Tuning; therefore I ſhall firſt give 
ea Directions for Tuning the Baſ.-Viol, which 
15 uſually ſtrung with S Strings, as you ma) 
obſerve on the Figure facing the foregoing Page) 
which ſix Strings are known by ſix ſeveral 
Names; the. firſt, which is the ſmalleſt, is called 
the Treble; the ſecond, the Small Mean; the third, 
the Great Mean; the fourth, the Counter · Tenor; the 
fifth, the Tenor or Gamut- String; the fixth, the Baſs, 
But if you'll Name them after they are Tun'd 
(according to the Rule.of the Gamut) the Treble 
String is D laſolre; the Small Mean, Alamire ; the 
Great Mean, Elami; the Counter-Tenor, Cſaut; the 
Tewor or fifth String, Samut; and the ſixth gr Baſs, 
Double D ſolre. Belonging to theſe fix Strings, 
there are ſeven Frets or Stops on the Neck of the 
Nol, which are put for ſtopping the various Sounds 
according to the ſeveral Notes of the Gamut, both 
flat and ſharp. For the more plain underſtanding of 
Which, I have drayn an exact Table in Page 68, 
and 69, beginning with the loweſt. Note on the 
doh Sering, and ſo aſcending to the higheſt on the 
faſt or Treble String. The perfect underſtanding of | 
which Treble, will much further you in the Know- f 
ledge of Tuning the Jol; for which Timing, Iwill 
give two Rules, one by Tablature or Letter, the 
other by the Gamut Rule: The firſt being the ea- 
ſieſt way to a Beginner, whoſe Ear at firſt. bein 
pot Well 4 with the exa& Diſtances ot 
Sounds the Strings are Tuned in, may by this 
way uſe only one Sound, viz. an Uniſon, which is 
to make two Strings (one of them being | oP, 
| es TE © -- 


the Baß vin Ge. 5 


the other not) to agree in the ſame Sound: The 
Letters are Eight A. r, .. „2 
ſeven of theſe are ſigned to the ſeven Bet: on 


the: Neck of the Y7ol. A is for the String open, 


B rhe firſt Her, C the ſecond, D the third, E the 
. 2 F the fifth, E the fixthy and E the le- 
wein 
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5 DoF orcs Ting sb Sixth Hb te | 
When you begin to Tune; raiſe your Tel or 


ſmalleſt Scring as high as it will conveniently - 


bear without breaking; 5 then ſtop only your Se- 


eond or ſmall Mean in E and Tune it till it agree 


in Luiſon with your Treble open; that done, ſtop: _ 
your Third in E and make it agree with your, | 


— open, then ſtop your Furth in E, ank 


make it agree with your Third open; then ſtop. 
your Fifth in E, and make it agree with your 
Fourth open; laſtly ſtop your Sixth in E and 
make it agree to your F ih open. This being 
exactly done, you will find your Jol in Tune 


according to the Rule of the Camus. 
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D laſbe. Alamire. Elami. Cfaut, Gamut. DD ſolve,” 
The other way of Tuning is by the Rule of 
the Gamut, by Diſtances of | Sounds,” as in the 
foregoing Example, thus: The Treble being rai- 
ſed as high as it will conveniently bear without 
breaking, is called Dlaſolre; then Tune your S. 
cdnd' four Notes lower, and it is Alamiie; the 
Third four Notes lower, is Elami; the "Fourth 
three Notes, er a fat Third lower is C faut; the 
Hftb four Notes lower, is Gamut; and the Sixth 
four Notes lower, than the Hſth, is Double D 
Jolle. This is the moſt uſual way of Tuning it; 
yet there are ſome Leſſons do require in one 
Note lower, which is Double. C faut, but that is 

very ſeldom. 


Exam- 


— 8 1 22 1 ] 1 4 NPY 


Preamples of the NOT ES afciiding and eee 
2 Tableware 1 1g gs they aſcetd A. 
=? 7, W. © A 45 * ws A 23 JU Q 
The Viol * * Tuned, ractice this 
Example of the Notes aſcending and deſcending. 
and by it you! will know that the Nil is right - 
Tuned. ® e ; 
I. —  —— „„ ; 


ning at the 22 Note — the Baſs 
| N. and aſcent 7 the 
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1 5 Open Air Fret. 2d Fret. 34 Fret. 4th Fret. 
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FHIRD STRING. : 
2 Firſt Fret. 2d. Fret, 3d Frer. 4h. Free, 


5 Alu 22 uber- cu. albu harps 
| | $ECOND STRING, 2 
=} Open, Firſt ret. 70 Fr ret. 7d Fret, ch Free, 5 


e. * 12 E — E en,. E flfaxts 4 
5 flat. | Proper e _— 9 4 
541 


1 FIRST: STRING, ER 
Fir Free. 2dFret, SiFrethFrer ypc 


viene 2.55 7 te Hemi rau. ris br bees | 
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I 22 uſual * Tedons foo het Baſ-Viat t to adde 
Sixth Line ahove or below, if the Note require, or 
to change the Chf when the Notes aſcend above 
Dlaſibe ; the Practitioner ought therefore to be 
perfe& in the Cofaut Cliff on choad Line, as 
you {ee in the five laſt Notes of the Table: Alſo, 
this Example following mentions the Agreement 
of. Noees in both Cliff, Baſs and Tenor. 


1 3 


D VAL Zxamplatl A 
1 291 — ; 1117 


3517 01, 2217 DE 3 3 kT ' fi is A 2290 
Ia this Example, . Note prickd i in the Zen 
if, are the- ſa 105810 be i the-Bſr -Baſs or 7 
= and are ſloppid a ge Plales 88 

Viol, This E-thoughr: fir to mention, becauſe-you 
will. meet with the change of C in ſome of 
the following L 
Obſerre, Able ond ng Table the (#) 
Sanpibetore: a:Note: makes. it ſtopp dia Frb:.low- 
ex, and a (Þ) flat before a Note, akes it ſtoppd 
Het higher J fortwo. Fherr ele holst 
erfcet Me, as that Table "rh direct. :Some=" 


WER you may {ge a ſharp-befors. D faire, then iris 
p'd a Feet lower, which is the place of Elami 


| Ace: 15 1f a „t be Tet before Aamise, it is ſtõpp & 


ae Herhigher, while is G ſolreue Mary." + Phe We 
of:other flat.orſhaip Notes! 10912 r 
„Allo, if a fun ot a ſharp be ſgt bn Rule, ur in 


Spaces at the beginning of an Li with the C 
that fur or Ham scatestalb Now! Mares i wich: Are] 
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Meſe Directions for the Baſj VHiol do alſo forva 
the Treble-Viol, which is ſtrung with fix 


Strings and tuned in the ſame manner, only eight 


Notes higher: G ſolreut on the Treble is the 
Eighth above G ſolreut on the Baſs,-being Ropp'd 
on Abe ſame String and Fret with the Baſs ; and 
ſo other Notes accordingly. : 


Example of Tuning: yt 
1 Stringe 2 String. 3 String. 4 String. 5 Swing. 6 String, 


eee Dane nau il ee 
ö D li. Alanire. len E aer. 2 fuer Dll 
— — ä 
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HE 1 re is an excellent Inward Part and 

much us d in Conſort, eſ pecially i in Phantafies 

and Ayres of 3, 4, 5, and 6 Parts. The en 
of it is the ſame with the Baſs and Treble for th 


diſtance of Sound between each String; bur being 


an Inward Part between both, its Tuning i is four 


Notes higher than the Baſs, and five Notes lower 


than the Treble ; its H rſt or Treble String i 41S Tuned 
to G ſolreut on the third String of the Treble- Lol; ; 
its ſecond four, Notes lower, > hich is Dlaſolre; 5, 


the third four Notes lower, is 4 lamire ;»the fourth 


Free Noe (ora fla Third) lower, i is E fam ; 5 
th 
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os An Lntrodeition "= 
fi four Notes lower than it, is C faut; and Fi 


fixth four Notes lower than the fifth is Gamut ; 


which is ae to the Gattur onr the Ba bi 


| Example 
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Some General Rules for * VI O L. 


Ta are Three forts of Baſs-Viols, + as thers 
are Three manners of Ways in Playing. 


1. A Baſs-Viol for Conſort, muſt be one of tho 


largeſt ſize, and the Strings proportionable. 

2. A Baſs-I/ivl for Druiſions, of a leſs lige, and 
the Strings according. —— 
3. Baſs-Vidh to play Lyar-way, (chat is by 
Tablature) ſomewhat leſs than the two former, 
and rhe. Strings proportionable. 

4. In the Choice of your Viol. Bou ler ir be pro- 
portion d to the Yo you uſe; and let tlie Hair be 
| 5 ſtiff, and the Bow not two heavy, not too long. 
In holding your Vol, obſerve this Rule. Place 
it gent y between your Knees, reſting the lower 
eld thereof upon the Calves of your Legs, and 

let your Feet reſt flat on the Ground, your Toes 
turned a little out ward, and let the top of your 
| Fro oFlean towards your left Shoulder. 


6. In holding of your Bow, obſerve this Rule: 2 


Hold the Bow bet wixt the ends of your Thumbs 


3 oi gp foes _—_ en ty "CO? 2 


and 
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ends of your ſecond an 


the firlt and ſecond Fingers are ready to flop the 


ore-Fin 


” G 4 
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may pa FEA m 
| 4 The Rule for Trae Fingering, is, Where you 
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ther with the third or Fourth Finger, by ſhift- 


ing the Fingers lower; if Vie the thing, they 


* 


two next Notes, either aſcending or deſcending 
from it. But if the higheſt Note be ſtopp'd with 
the fourth Finger, then. the Note under it is 
ſtopp d either with the third orſecond Finger, 


& * 8 7 2 2 »\ 4 135 4 \ . | 
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according as it is either flat or ſparp; if Sharp, the 
third; if Flat, the ſecond. © But whether the high- 
er Note be ſtopp'd With the third or fourth Fin- 
ger, the third below it muſtbeſtopp'd with the firſt 
- Finger, which is ever as a Guide to the two Notes 
above it. Laſtly, when two Notes, which follow 
ons another, are ſtopp'd with the ſame Finger re- 
mo d, it is to prepare the other Fingers to the 
forementioned Poſture, or to remove them to 
ſome other place. This order of Fingering, d irects 
the whole Nader board, (in ſtopping three Notes 
which follow upon any one String) with this 
Proviſo ; Where Stops are wide, the fourth or 
little F inger is of more uſe when lower down, 


5 
- 


Where the Srops do fall more cloſe. 

9. In the moving your: Bow, obſerve this Rule: 
When you ſee an even Number of Quavert or Semi- 

quavers, as 2, 4, 6, or 8 tied together, you muſt 


begin with your Bow for ward, tho' the Bow be 


drawn forward the Note before, but if the number 
be odd, as 3, 5, or 7, (which is by reaſon of a Prick d 
Note, or an odd Ouaver Reſt) then the firſt Note 
muſt be played with the Bow drawn backward. 

Laſtly, in the Practice of any Leſſon, Play it 
ſlow at firſt, and by often Practice, it will bring 
your Hand to a more ſwift Motion. © 


. 


And now your V10L being Tuned according 


to the foregoing Directions, I have here following 
ſet down a few Leſſons for to begin with ; and 
over the Notes J have ſet Figures, to direct with 
what Fingers to ſtop them; 1, 2, 3, 4, is ſet for firſt 


ſecond, third, and fourth Fingers; thoſe which have | 


no Figures over them, are the Strings open. 1 : 


6 


K OL. 


Oben Shake;; he Cloſe Shake, is yen. you op wich 


on the third Fret: This obſerve in all Stops what- 
ſoever. For other Graces; as Double Reliſbet, B 
falls, r. 2 


1 


— 
= 


ide Buſs-V301,"&c. 
For the uſual Grgces, the Shake is the principal; 
of which there d rab, the Chſe Sale, und; the 


your firſt Finger on the firſt Fret, and ſpae with 
your ſecond Finger as cloſe to it as you can; the 


Open Shale, is when you: ſtop with your firlFioger 
on the firſt Fret, and ſhake with your third Finger 


efer you to the Table of the ſeveral 
Graces'in' my Direftions for the Treble-Violin, p. 90. 
which a are m—_— to the 2 Viol. 
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INTRODUCTION 


To the Playing on the 


p os f 


N 2 
Wy aw” 3; 


HF Treble-Violin is a cheerful and ſpright- 

ly Inſtrument, and much practiſed of late 

She by Book, and ſome without ; which 

| . oftheſe two is the beſt way, may eaſily be 

reſolved; To learn to play by Rote or Ear, without 
Book, is the way never to Play more than what may 

be gain id by hearing another Play, which may ſoon + 
be forgot; but on the contrary, he which Learns 


1 2 


83 An Introdu Jion to 
” ail Practiſes by Book, according to the Gamut, 
(which is the True Raule for ) fails not after 


. 


he comes to be perfect it in thoſe Rules, which guide 


bim to Play more thaw! ever he was Taught or 


Heard, ang alſo to play his. yore * "I'd 


whight the ozh r gan never N 


„Diesen far dune . TOLI N. 


their Hor 2 and Tune, twill be neceſlary. that 
there be plac'd on the Neck or Finger- board of your 
Violin, ſix Frets, as tis on a Vol: This tho? tis not 


% uſual, yet) is the beſt and eaſieſt way for a Beginner, 
Vvhbo has a bad Ear, for thoſe Frets are a certain 
- 'and direct Rule to guide him to ſtop all his Notes 


in exact Tune; whereas thoſe which learn with- 
out, ſeldon have at firſt ſo good an Ear, as to ſtop 


all Notes i in perfect Tune. Therefore for the bet- 


ter underſtanding thereof, in this following Exam- 
ple is aſſign d to thoſe ſix Frets on the Finger. board, 


ſix Letters of the Alphabet in their order: The 


firſt Fret is b, the Sand c, the third d, the fourth 


e, the fifth 2 and the ſixth g: as not — d : 


Fra,” but is the Seri 
le — + f n 
FW 


to an 
185. 


irg open. 


* 0 A ” 


Sings, with me Liteers ag &'to each Free. h, 
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The Scale of MUSIK on the Four 


S Strings of. the 'TREBL - VIOLIN | 
2 8 and News | = 


* 


7 
N * 
* . * 4 3 N 
— 4 
19 


5 22104 * 


2 1 


Ait or Grace » Fourth 


PRs 
— 


This Exomp le doth direct the Places of all the 
Notts Hat asd ſharp, each Now being plac d undef? : 
the Letter, agcordil g to their. ſeveral Stops upon 
each King diſtinaly, beginning at the laxelt” 


Note on che A, er Fourth Strings and aſcending 


S „ EE 


| known bythis Mark * over each of thoſe Notes. 


An. Jarocin 7% 


up to the hi gheſt on the Treble, or Firſt String, ac- 
_ cording to the Sidle or Gains : In which you 


may alſo, obſerye, That the Leſſons for the Violin = 


by Letters, are prick'd on four Lines, according to 
the Jour ſeveral Swrings,, but Leſſons by Notes are 


prick d upon five Lines, as appears in the Exam- 


ple above. 


For the Tuning of the Violin is uſually by Fifths, 


that is, five Notes diſtance berween each String; 
which. according to the ale or Gamnut, the Baſe 


| : or Fourth. String, is called G ſolreut; the third or 
Great Mean, Duzſolre; the El, 
az 


or Small Mean, 


ney 5 he the El. or Bell, 
Th 5 5 Nite Tach String 1 a, * 


le of the Tpning, a the five Nhtes aſcend on 
"7 —— the * g beginning 08 the * 9 


as in the follows _ 


- 4 nm.  _ as »”,, ap pea _ 


Fa Trebe-Violtn. % 


x Allo, for a Beginner to Tune by Eigbths, will 
be eafier than by Fifths, if his Violin be Fretted, to 
5 which, he muſt wind up his frft, or Treble 
Sing a0 ug high as it. will tx then ſtop it in 5 

une his ſecond an Eighth blow it; then 
2 the ſecond in f, and Tune the third an Ez hth 
under it ; then flop the third in , and Tune! the. 
fourth an Eighth below that; and ſo 1 Po: 
will be i in perſon Tune, 


* *. 
PS 
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man | NO _ - —— 
| FT 8 


Le 
— 
7 # e 


| | . 
= - < c_ N 
— - 


= nn 


2 


4. Titroduttion i 
Scale for. the; VIOLIN; Divafling the 
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= ferent, :  Mlanire, 


SECOND STRING. 
Open. Firk Finger. 2d Finger. 20 Finger. 


F fant. 


: lewis, - fans | Tas. 5 „. 


e 


7THI R 57R ING” 2 


_ Open Firſt 5 74 ee e e IT 


— 


— — — —— — — 


5 . h Clemi. F 2 8 folreat. 


FO URTH STRING. 
Open. Firſt Finger. 2d Finger. 3d Finger. 


—— 


Sſelrenut. Alamire. fabemi. 


the 


* 


Treble, and is Tuned five Notes lower, that i 


—— F E 
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Having thus given you the Tuning of the Treble-- 


Violin, it will be very neceſſary here io, ſet down. 
the Tuning of. the Tenor 9nd. Baſs-Violi olins, being 
both nſed in Conſort. 

The Tenor or Mean, is a larger Violin than the 


the Clif is. ſometimes pitt on the middle, and 


ſomerimss on the ſecond Line. A 


4 


4 Example. 


Tuning the TENORVI OLIN. 
Firſt String. 2d String. 3d String. 4th String, 


Lemire. a 5 laſolrt. 0 22 | 


Tuning the BASSVIOLIN. | 
Firſt Strings · 2d Scring. 3d String, bal Sings, 


Comm mmm Um nn nf — — 


gilt. Cfaut. Double Ffaut, Double Ent: 


| Thus I hang (after the plaineſt Methods il, 2 
be ſer down) given you ſeveral Rules and Direction 


for the Treble-Violin by way of Fretting, which 

have known uſed by Eminent Teachers on 25 
Inſtrument, as the moſt facile and eaſy to Inititata 
their Scholars; and alſo Directions for tricking 


down Leſſons in Letters; Yet I do not approve . 


of . wa! of Playing by Kain ſave only as a 


On 


Guide, | 


88 A, Iutroduſti 1b 3 
Guide to young Practitioners, to bring them the 
more readily to know all the Stops and Places of 
the Notes, both flat and ſharp, and being perfect 

therein, to lay the Uſe of Letters aſide, and keep 
to their Practice by Notes and Rules of the Gamut 
only: For this Reaſon, 1 have added ſome few 

Leſſons both ways, that after you can play them by 
Letters, you may play the ſame again by IVores, 


E& Thoſe that deſire more Leſſons for this Inftrument, I refer 
to the Firſt and Second Part of Apollo's Banquet, con- 
gaining the Neweſt Tunes for the Violin, with the moſt 
aſual French Dances uſed at Court and Dancing - Schools: 
And alſo in the Dancing-maſter ; both which are now done 
on the New Tied, Note, with Additions, being both morg 
. compleat than ever. | „ 
* ; 


Some General Rules for the Treble-Violin. | | 


F The Violin is uſuallyplay'd aboye · hand, the 
1 Nek thereof being held by the Left- hand, the 
lower part muſt be reſted on the Left breaſt, a lit- 
tle below the Shouldier. The Bow js held in the 
Right-hand, between the ends of the Thumb 
and the 3 Fingers, the Thumb being ſtay d upon 
the Hair at the Nut, and the 3 Fingers reſting 
upon the Wood. Your Bow being thus fix d, you 
are firſt to draw an even Stroak over each String 
ſeverally, making each String yield a clear and 
. diſtin& Sound. . Nd | 
Secondly, For the Poſture of your Left-hand, 
place your Thumb on the Back of the Neck, 
oppoſite to your Fore-finger, ſo will your Fin- 
gers have the more Liberty to moye up and 
down on the ſeveral Stops. Turai). 
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at the Note immediately before; but if you have 


length 
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Thirdly, For true Fingering, obſerve theſe Di- 


| reftions ; (which will appear more eaſy to your 


Underſtanding, if in your firſt Practice yon have 
your Violin Fretted, as is before mention d) That 


where you skip a Fret or Stop, there to leave a Fu- 


ger, for every Stop is but half a Tone or Note; 
for from 6 to c, is but half a Note, but fromi & to 
d, is a whole Note; therefore the leaving of a 
Finger is neceſſary, to be in readineſs when half 


Notes happen, which is by Flats and Sharps. 


 Fourthly, When you have any high Notes which 
reach lower than your uſual Frets, or Stops, there 


you are to ſhift your Fingers; if there be but two 


otes, then the firſt is ſtopp'd with the ſecond 
Finger, and the reſt by the next Finger.. 


 Fijthly, In the moving your Bow up and down 


obſerve this Rule; When you ſee an even Number 


of Quavers and Semiquavers, as 2, 4, 5, or 8, tied 


together, your Bow muſt move up, tho" it was up 


an odd Number, as 3, 5, or 7, (which happens ve- 
ry often by reaſon of a Prick d Note, or an odd. 


Quaver Reſt) there your Bow muſt be drawn 
downwards at the firſt Note. 


Laftl, In the Practice of any Teſon, play it 


| flow at firſt, and by often Practice, it will bring 
your Hand to a more ſwift Motion. e 


As for the ſeveral Graces and Flouriſhes that 


are uſed, (Viz. Shakes, Backfalls, and Double R- 


liſhes, this following TABLE will be ſome help 


to your Pract ice; for there is firſt, the Vi 


plain; and after the Graces expreſs d by Notes at 
e _ 


go „ oo Nero cri 5 : 
4 Tab of Graces, Ber a the vo, # Viola 
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Crotchets alſo, till you ſee the Note dang 'd: E; 
the like is 10 be ov in i ang uber Notes . 
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INTRODUCTION 


Art of Deſcant: 


Compoſing ack in Parks 


USICK 1s an Art of expreſſing per- 
fect Harmony, either by Voice or 


from well taken Concords and Diſcords. 

In the Scale or Gamut there are ſeven Notes, 
E, A. B, C, D, E, F, for their Eights are the ſame © 
in nature of une Of theſe ſeven, ſome are 
called Cords or Concords, and others DJ 


Inſtrument; which Harmony ariſeth _ 


Unifon. a T bad. a Fifth, 450 a Sixth. 

The Diſcord; are three in Number, (Viz. ) a * 
Second, a Fourth, and a Seventh. 

The Third, Fifth and Sixth, are either Pere, | 


or Imperſeft, the Imperfect is leis than the Per- = 


ect by Bait a Note, As, 


£2 22 — 


22 „ A Thizd Minor includes ſour half Notes: 


704 . An i inaui, to 


A Third Mafor includes five half Notes. 


1 A Sixth Minor includes nine half Notes. 
17 5 4 Sixth Major includes ten half Howy 


Diſc Diſards. 


Cords. 
1 N 
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Tz 27) 
. 
S . 
3 RSG IS, 
III 
EEE 
5 7 Jo! lg "ola — 
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Efe and Im. f III 
ect Cords and —_— — 6: EO | 
re, EEDPEDLE 
their Off aves. ot <1,,4 } 
WT Bal Ph ha a a ut a 
buli 


Witch Wer Of roll Perfect Cord you may begin 


or end a Piece of MUSICK : The ſame with 


the Third, which 1 is an Imperfect ; but be = to 


id it with the Sixth. 


fn 
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Salt 0 


{ANY 
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the 4 rt of Deſcant. 


In Compoſing of two or more Parts, the Parts 
do either ſtand ſtill; as. 


— cs _ | — — — — — — * 
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e === 


= _— 4] e doth ſtand ſtill, + che other move, as, 
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1 = == 


Or, they both aſcend en 1 
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Ad Eighths, as you ple 


Concords; as, 


ä dually, or by Intervals. : 


106 . Futrodutten' t6 
Or, the one doth aſcend, and the other des 


. as, 


* 3 3 ? 4 


555 


De following R U LES wil bind, btw the Con 
_ Cords are to be taken or applied every one of theſ 


Ways. 
Rule I. 


ws may have as many Thirds, Eiſiu, Sixth, 
of e , 
Rule II. 


I When: one Part ſtandetht ſtill, and * other 
moves, the moving Parr may move to. -any 


— — —.— — — — — — 
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Kal III. 


When two or more Parts aſcend or dee 
eder aſcend or deſcend either Gra- 
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If they aſeend or deſcend Graduatly, they do 

move by Thirds : You may have as many Thirds 

as ou e 3 BY | 8 


a, - Lake | no more than two or three Sixths : On 
J- they n move * a we or a SEP as, 


Jou may have ; is many Mies as vou pleats. 
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I two Parts aſcend by Intervals, then you 
may move. 


5 . Thi, or Sxth. 
9 wa, ©. hird, or Sixth. 
From a Fifth, WY Third, or Sixth. 

. Third, or Si *th. 


Rule IV. 


If two Parts do aſcend together Gradually, 
1 ** as in the Third Rule: If by Intervals, you 
muſt move. 

8 5 = or Sixth, 8 
hir Third, or Fifth or Sixth. 
From a) Ef, C to a 5 ind, or Sixth. 
Sixth. Third, or Sixth. 


Rule V. 5 


If two Parts do move diverſly, a as one aſcend: 
ing, and the other deſcending 3 then * 


» h + 8 
=» 5 
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eb 


Or, upon the Third ; Your Baſs mall a 
in the ſame. Key, and end in · the ſame Key. 


An Uuiſon is good, ſo it be in a Minim, or 
Grtchet ; bur it is better if the one hold, and the 
other 


— o& ik © ,\ 
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ally, 
you 


nor Fifth. 
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other be going. Two Eighths aſcending or de- 


ſcending together is not lawful ; nor two Fifths, 
unleſs one be the ach and the other be the Mi- 


The 77 of Diſ els on Allis dans 
Rule J. 
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The firſt Me of the upper parts may be any 


Of raking DIS COR DS. 
1——5 are either raken by way of Paſs, or 
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85 thus you ſee, a Diſord i is 1 between 


two Concords, 


Rule U. 


A Diſeord i is bound three ſeveral ways ; - firſt, be: 
Ro. the Third, and ſome other — 3 As, 


Z EEE 


* 


nd to the Baſs, the ſecond Nore of the upper Part 
mult be a Third to the Baſs, the third Note muſt 
be a Second to the Baſs, the laſt Part of a third 


Note muſt be a Third to the Baſs, and the cloſing 
or 
oy 
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a ha 
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or fourth Mee muſt be a Third or an Eighth to 
the Baſs, as in nghe foregoing Example. 

The firſt Vote of the Baſs may be any concord 
to the upper Part, the firſt Part of the ſecond 
Nore of the Baſs muſt be a Third to the ſecond 


| Note of the Treble or upper Part. 


The laſt Part of the ſecond "We of the Baſs 


muſt be a Second to the upper Part, the Third 


Note of the Baſs muſt be a Third to the ſecond 
Part of the third Note of the Treble, and Cloſe 
as in the foregoing Example. 

This Binding is ſeldom taken in a Cloſe in 


more Parts than two; but in the, middle of a 


Leſſon 1t 1s to. be taken as often as you ſhall ſee 
This binding is ſeldom or never ta- 
ken in other Notes than 1n this Example, 

Rule III. 


The third way of raking a Diſcord by way of oy 
Binding, is, when the Fourth is taken berwern 


Thirds; as in the Ty UT" 


2 HE 
== 


=== A1. He- dM” 

A —— 5 —.— 
So that you ſee the EE are thus taken,(vizs) 
The firſt More of the r Part 8 be any NMote 
2 
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to the Baſs, the ſecond Note of the upper Part muſt 
be a Fourth to the Baſs, the eighth Note of the up- 
per Part muſt bea Third to the Baſs, and the Cloſe 


muſt be an Eighth, or a Third, as in the Example. | 


This Cloſe may be uſed in any Part of a Leſſor 
of two or more Parts, either beginning, middle, or 
ending, but ſeldom to be omitted in theending of 
a Leſſon. This Cloſe is ſeldom or never taken in 
longer or ſhorter Notes then in the Example. 


Rule IV. TG: | 


The fourth way of taking a Diſcord by way 
of Binding, is, when the Seventh is taken between 
the Sixth and Eighth ; as, 2 

12 | 


Rule V. 


The fifth way of taking a Diſcord by way of 
Binding, is, when the Ninth is taken between 
the Third and Eighth ; as, 


— 


ay | 


LOO THERE. 


HULL 8g, 


III 


FP the 3 5 Deſeant.. 2 


5 everal Examples of of raking Di bende _ 


8895 = EEE] . 
=== 8 - ZE 


22 = wit” 


7 == Sil This Example ſhews the 


taking of. Ninths and Se- 
8 = 


9E E — in two Parts. 


| An a of raking the Lefler Font 


ESE 
5 | 


An Example of taking the Greater Fourth. 


= 55 — 05 ; 72005 fe : f 


Wy 4 * 
. a _——. 
. 0 r 4 p TIC U.S 
a k * * A rok 5 
— 3 — a —— — —ͤ—ñ— — 9 _ r 
2. - rr > r 8 N 
— — rigor aq are 1 


— — 
2 


8 > Ie LD eG ay x b4 a © Wu) err rre nh jane 3 . 
— — — —— — — — 2 


rr „ 
= 4 4-1 a r 


o 
— — — 7 GOT IO OO TT THT Ca. 3 8 
— a — 4 hi - 25 thor * 

—— K * . Dr eee * 6 , * 

* = 

2 


— > 4 — eee 


* 
oy 8 — 
o as * 
ws ne) + . 
— 5 hes _ 17 = 1 . 2 
* „45385 2 ———— * 8 — —— 8 4 
whe 2 ——ͤ — P RL——— 


2 1 


As | Introduition to | 


"ih Exanpe of raking two W 0 in uu, Parts. 


EH fe 888 
15 = 125 bn 
EEE == 
25 85 EEE == 


CY 
. 
— — — —— — TIE 
4 
» 8 1 2 * 
CR RG... Kh — — — 
— — — 
—— — — 
8 Y 
a” . ks 4 0 25 — 
- — — — — E * 
— — — 
5 

— — — —— — — co 


TTT 
— — — ——— — — 
—0000b ps Ry 


FRE this "Wy you may 1 his exact 


Method of raking two Sevenths together in what- 
ſoever Key you ſhall Compoſe in, with this Allow- 


ance, that two Major Sevenths together isnot good, 


but two Minor Seventbs together is allowable : Alſo, 
if you take two Sevenths, ſo the one be Minor and 
the other Major, it is allowed, but be ſure the Minor 
be ſet before the Myer, as yon ſee in the Example. 
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* Example of Cadences and Bindings / in three Pares, | 
| with the Cords and Diſcords Fur d as the Up- 
as 1 1 10 the Baſs. | F Om 
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Obſerve, That when you make a Cloſe, the Baſs 


upper Part muſt begin in the Uniſon, Thi bird, or Fifth, 
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muſt always fall a Fifth, or riſea Fourth, And your 


An Example of the uſual 8 or S. of 
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1 R ULES of Riſing and Falling one With another. 
It is not good to riſe or fall with the Baſs from 


Et 158 HEE 


eo 


2 2 
18 


th 


J Il 


88 


irrt THITLY 


[ 


a 


nl as R=x @& : 


fe Art of y Def 117 | 
| Tris not good to riſe with the Baſs from a Sixth 
unto an Eighth, neither is it good to fal vith 


the Baſs from an Eighth unto a Sixth, 
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It is not a to 75ſe from a Fifth to an Eighth, 
nor from an Eighth to a Fifth. 
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e 


Fr 57 not allow'd.) | Eighths not allow'd.) 


5 8 = 


[Fit 


I —— ö 


— — * an 
* 
— ee ere * — — A — 
4 VG 
* 2 gps — pe 
+: _ F ALLARD VERNA ROOTS 
— Fw. A — — + 
a e oy” 


—— Oe I » 15 
4 Reer — * 
— — 


ar 


«Op dp rags wean tr 
>” — X 


OR a ie en rn — 2 — — — 


— 
OY — — 
156 _ 
+ ary a—_— - 


rer 


Ar 
3 r « 1 Of 
— — JUTE. 


. ——— 2 
„„ ee 


n 
ty 


* 


pays er 


— n w —_ 
= = 2 * 
— . — > Ir 1 > > pur a) " —— — 22 
r Ion ae ae ane I r 
7 - x l 


— — ——— — 


= on 5A — ET 8 „ 
a — — — —ů — . — „3 
—— — m_ —— * — - — 
1 A ny. 3. 9 D 00 9" 
1 2 < Abt ear" > — WA on — 


— 


3 — 

* 
= — —— — 
— 4 — 


2 
— 
— x _— 


F- 


— — 
— 
— 1 th * , 
9 m_ 4 3 „ - 4 
— 2 - — TS — rw tv — 


9 K rr tf ů ů —ͤ— — 


e 


„ 


Um IntroduZtion to. 


SEE DS EEESS 


[ Fifths albu d ] Egle alu d. 
3 


ESSE 


| The paſſing from a Fifth to an Eighth, or from 
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an Eigbth to a oF ſth, may be allowable, ſothe up pper 


Part move but one degree of a Perfe& Cord. 
As for Thirds and Sixths (which are Imperfe8 
Cords, two three or more of them, aſcending or 
deſcending together, are allowable. 

It is good, and uſual, to change from any one to 
any _ 1 Cord, when any one of the Parts 
keep its Place; but two Perſect Cords aſcending 
or deſcending is not allowed, unleſs it be ig 


- Compoſing of Three, Four, or Five Parts. 


Example of Cords not allowed in few Parts. 
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from In this Example, Ffaut Sharp in the Baſs intro- 
pper ¶ duces B fabemi Flat in the Treble very properly and 
well; but the next where F faut is flat in the Baſs, 

fed and Bſharp the following Note in the Treble, tis very 
g or Inharmonical, therefore to be avoided, for you will 
N ſeldom meet with two full Thirds, either aſcending 
or deſcending, unleſs it be to prepare for a Cloſe. 

Note, That in few Parts Imperfef# Cords are more 
pleaſant. and leſs cloying to the Ear than many Per- 
fe Cords, © eſpecially in two Parts where Erghths 
and Fifths are leaſt to be uſed, unleſs at the beginning 
orending of a-Piece of Compoſition, where Parts 
move contrary, one aſcending the other deſcending. 

Formerly they uſed to Compole from the Baſs, 
but modern Authors Compoſe to the Treble, 
when they make Counterpoint or Baſſes to Tunes 
or Songs. | _ | 


Je to 
arts 
ling 
e in 


As for an Example. 


=y 


Gre IEEE Eee EH] 


3$63..3.5 3,3. 335.3 $M 


erke 


—— — —ä— — — ins 


at 1 T 3 
A WOO N J 
* 0 ———— AIG. —— 5 
— * * * * — 3 0 * 
A - » F — wag — — e ITY 8 
. — 3 4 755 — . = _ 52 2 * — ob Pets ny ue —_—_ e 
raged A n x ik vary , N . 
_ got _ —— 1 — r 2 * pad ar W _ — — 4 + SA 
7 rang ** C , " * ed * K — crea wp. 1 A 
. . g — 2 
r on ee er eons — — . —— — — —— — . N 
= ; 
. 
5 


—— 
— —— 


2 
by FOES 
ID 


| 


i 
fl 


— 
* 


— 


. 


To _ An Introduction to 


| Obſerve this always in Counterpoint, to avoid 


Tautology in ſetting a Baſs to a Treble, and let 
it be as Formal and Airy as the Treble will ad- 
mit. 
Let us a little examine this laſt Example. 
And now ſuppoſing there were no Baſs to the 
Treble, try Note by Note which is the propereſt 
Cord to each. 5 

For the Firſt Note, you muſt certainly have an 
Eighth, becauſe it relates to the Key it is com- 
poſed in. | 
For the Scoud, you have only two Cords to 
chuſe (viz, ) the Sixth, and Third; the Fifth you 
muſt not uſe, becauſe *tis expected to the Note 
following to make a Third, therefore to be 
avoided, leaſt you are guilty of that Tautology 


| before-mentioned, and beſides there is not that 


Form and Variety which is required in few 
Parts; and an Eighth you cannot uſe neither, 
becauſe you run either into an Error of two 
Eigbihs together if you aſcend, or of cloying 
the Ear with too many Pei fecit Cords if you de- 
ſcend; therefore the Third or Sixth is the only 
Cords you can uſe: Of theſe the Sixth is the only 
beſt, for tuo Reaſons; Firſt, you move by 
contrary Mot ions to the Baſs, which is an Ele- 
gancy in tuo Parts; in the next Place, you in- 
troduce the next Note more Harmonically with 
the Sixth, than you can with the Third, but the 


Sixth muſt be ſharp, becauſe it has a nearer afh- 


nity to the Key. | 
The Third Mete has a Third, which is generally 

the conſequence of a Sixth. Th 
3 Tho 
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The Furth Note cannot have a Sixth, becauſe 
of Tautology, it being the ſame as the Third 
before; the Major Fifth is not good, becauſe it 
has no relation to the Key; the Minor Fifth can- 


not do, by reaſon the following Note of the 


Treble does not move to the half Note below. 
which is the conſtant Rule, of a falſe Fiſth to 
introduce a Third; and Eighth is not ſo well, be- 
cauſe that is to be avoided as frequently as you 
can in two Parts, therefore the Third is the belt 
c „ 17 
The Fiſth Note cannot have an Eighth, be- 
cauſe tis the ſame Note as the former; a Third 
is not ſo well, by reaſon you do not obſerve the 
Rule of contrary Motions, in aſcending when 
the other deſcends. And then you have had 


Fo 


Thirds to the other two laſt Notes; therefore, 


for Variety, a full Cord is beſt," and conle- 
quently, the Fifth to be preferred before the 


Sixth. 


The Sixth Note cannot have an Eighth be- 
cauſe tis the ſame Note as the former; a Fifrhis 
not good, and for fear of two Fifths together, 
a Sixth or Third are. the only Cords; of which 
I eſteem- the Third beſt, ſollowing the Rule of 
contrary Motions. 1 A "OA 

The Seventh Note cannot have an Eighth, by 


_ reaſon tis the fame with the other; neither a 


Fifth, becauſe it makes no preparation for the 
next Note, therefore a Sixth or Third is the pro- 
pereſt Cords, of which, the Third, in my Opi- 
nion, is beſt ; for if you take the Sixth, it muſt Be 
ſharp, and ſo make a Third to the following Note, 
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which is what was done before i in the firſt Ba, 


and for that Kaſon to be omitted. 


To the Eighth Note, a Fiſth cannot be 4 


becauſe the ſame as before; a Third not two well, 


becauſe you do not obſerve the Rule of contrary 
Motions ; a Sixth not ſo good, becauſe tis what 
muſt be uſed in the next Bar to make a Cadence, 


therefore the Fifth is beſt. 

The Ninth Note cannot be a Sixth ſo properly, 
becauſe tis the ſame with the former Note; a 
Third is not ſo well, by reaſon the fall or riſing 
to it is Inharmonical; the Fifth is beſt, having 
had a Fifth to the Note before, therefore the 


| 18 * is the beſt Note. 


The Tenth Note, a Sixth muſt not be made to, 


11 being the ſame as before, a Third not ſo well, 


— it muſt be ſharp, and that it is not gra- 
dual to riſe to, and if you fall to it, you contra- 
dict the Rule of contrary Motions; tho the 
Cord is good, yet I think it is not fo formal as 
-the jt which is the Fifth. 

The Eleventh Note requires a Third 1 more pro- 
perly than any other Cord, for the Sixth would 
de the ſame with the foregoing Note and fol- 
lowing ; which muſt be to make a Cloſe; the 
Eighth not ſo well, becauſe ſo many perfect 
.Cords are not ſo well, (as tis before obſerv'd;; 
a Fifth 1s irregular, the Note before being a Fifth 
which ſhews a Third is belt. 

Ihe two laſt Notes are relating to the Cadence 
therefore have a certain Rule. 


. „ | . Having 
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Bar, Having obſerved theſe Rules for making a For- 
I mal or Regular Baſs to a Treble, thie next Thing 


made ¶ to treat of is the Keys. 


wth There are bur two Keys f in Muſi ck, (viz) 2a 
OT Flat and a Sharp; not in relation to the Place 
- AF where the Firſt or Laſt Note, in a Piece of Muſick 
NG, | tands, but the Thirds above that Note. To di- 
3 ſtinguiſh your Key accordingly, you muſt examine 
erh | whether the Third be Sharp or Flat, therefore the 
5 Fo * Þf firſt Keys for a Learner to compoſe in, ought to 
> be the two Natural Keys, which are, Are and 
_—_ C faut, the firſt the Leſſer, the Jaſt the Greater 
cd 7 hird ; from. theſe, all the other are formed, by 
10 adding either Has or Sharps. When this is well 
well. digeſted, you muſt proceed to know: Wha other 
dra. C/ofes are proper to each Kl. 

yu SC To a flat Key, the Principal is the Key it hat, 
N the next in Dignity the Fifth above, nad afrer 


* that the Third _ Seventh above. 
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To a ſharp Ko, the Key i it ſelf firſt, the 705 
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(which are not ſo proper in a e A: the 
Sixth and Second above. | 


NINE: 


Theſe Exanples are placed in the two open 
Keys to make it plainer, but tranſpoſe them into 
any other, they have the ſame Effect; in apply 
ing of which Cloſes you may uſe them promil- 
cuouſly as you pleaſe, only with this Caution, 
*© That you have regard to good Are. 
There are ſome other Things to be obſerved 
in making & Baſs to a Treble, which ſhall be the 
next Thing ſpoken of relating to Fuge. 


of FUGE, v POINTING. _ 


A Fuge is, when one Part leads one, two, 
three, four or more Notes, and the other re- 
peats the ſame in the Uniſon, or ſuch like in the 
Oftave, a Fourth or Fifth above or below the 
leading Party. 
Note: Under whatſoever Note you fd this 
Mark 4 the Fuge begins, | 
Exam: 
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Obſerve in this Example, that the Treble riſes 
a Fifth, and the Baſs bur a Fourth, which is done 
becauſe it relates more to the Key then rifing a 
Fifth. So all Fuges of this = and are to hos ma» 
Mx done maſtefly, | #4 $-—4 , 
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There is another diminutive fort of Fugeing' 


- called, Imitation or Reports: which is, when you 


begin Connterpoint, and anſwer the Treble in ſome 
few Notes, as you find occafion, when you ſet; 


Baſs to ir. 88 | 
„ A: for Example. 
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To the fourth, fifth, and fixth Bar of the Baſs 
- It imitates the Treble. „ 
The third ſort of Fugeing is called, & Dontl 

Fuge; which is, when one Part leads a Point, and 

the following Part comes in with another, * 
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ing, fo the Parts change, as you may obſerve in the 
Jou] following Example, wherein I have made uſe of 
ome | the former Point, and — another to it. 
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E The fourth manner of Fogzing i is called per 
I & Thejn, which admits of great Variety; 


„and that is, when a leading part aſcends, the o- 
Double ther deſcends exactly the ſame Notes. I have 
t, aud made uſe of the foregoing Fuge, that it may be 


, and more eaſy to a Learner, 
o . A. 
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As fur E xample. 


rf i 


75 Ar fn. | 7 on BY 5 


BEEF 


/ Thefm. * "bee be / Then 


== HH: E 


IG | 
CRF 


A fifth ſort of Fugeing is calbd Fer Augmen 
tation; that is, if the Leading Part be Crotcbet, 
Quavers or any otber Notes in length, the 2 
lowing Part is augmented, and made as long 
again as the Leading Part. The following Ex 
ample will explain it, which 1 iS contriv'd 1 
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736 An Introduction o 
You may augment your Point to double or 
treble the length of your Leading Part, as you 
find occafion, or diminifh your Fuge for Variety; 
as you may obſerve in the tenth Bar of the Trebls 
in the Example foregoing. 
This ſort of Fugeing is difficult, therefore ſel- 


if dom uſed, unleſs it be in Canon. 
il There is a ſixth ſort of fugeing, called Refs 
9 Retro; which is repeating the Notes baek- 


wards ; therefore you muſt avoid Prick'd Notes, 


becauſe i in the Reverſe it would be of the wrong 
fide of the Note. 


Example npon the ſame Fage. 


Ref. Retro. Recke. 
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Tbis is a ſorr of Muſick very rarely uſed, un- 
les it be in Canon. There 
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There is a ſeventh ſort of Fugeing, called Don- 
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Compoſition of 1 Three Parts. | 
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keep it always below the upper Part, becauſe it 
may not ſpoil the Air; But if you Compoſe 
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The ſecond is Imitation or 1— which 
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When you make Double „ Fuge in Three Parts, 
you are — compelled to anſwer the Third Part 
to the firſt Fuge any more then the ſecond, but 
are left to your pleaſure, as you ſee in the fore- 
going, Example, where the Baſs anſwers to the 


firſt Fuge; you may as well anſwer the ſecond 
as firſt, according as you find it ſmootheſt to 


* Air, and * W to your "_— | = 
The 


& | 
+l 


” . 
2 x n 


„„ — — — — — 


—— — 


. 


138 An Introduction to 


The fourth, Fe Aal & Thefo on the ſame 
7 ² 8 


* 


—— . webe „ 


the oArt ef Deſcan- 139 


5 


2 : ö . i 
* * 7 8 9 * N * 
8 , 1 * 0 is - i : 
* 
22 — 
— 7 


== 


»S „„ 


92111 


a 


be Art of Deſeant; 141 
| Examples 1 

55 CE: 72 Sa] 22 755 

e 


"4 = 3 a] 


ara = 


7 Ree. 


— 
— — — — 
— — — — 


BH; 


3 
* 
® 
- 
_ 
— — — — — — 


ae Ze 


2 The ſeventh, Double Doſeant, in which 1 make 
but a ſhorr Example, becauſe the Two 9 | 
{ſhould not take up much. Room. 


an. ; : | L „ xam- 


a 


— 
* 


<a"? * 
— * 


— 
3 


1— 
2 


2% 


ny 


1 a 4 
r VIE W ur 
n N 


— 


— — 


—— 


— Pe 


"bs 
. 


d N 
2 a =_ —— 
IS 2 . wp 13; 54 was 
” : i : ns 


n 


zo 


— — 2 — 


n 
r 


_ 
A. p 
+ 4 


* 


e 
' 


"= 


1 Example. 


* . - -- Soph 


Where the Upper Part takes 
Baſs the Upper Part. 


the Baſs, and the 


* 
ngen _ —_ r * 2 1 


«a £4 4a 


the eArt of Deſtant. 147 
Fh II. 


Where the Socond Treble — in Baſh and 
the . * Second Treble. 


= a 
— „ 6 


—— 1 


Of this forr, there are ſame Fu ag uſed by fe- 
veral Authors in Sonatas; a fhort One I ſhall here 
inſert of the famous Lelio Caliſta an Italian. 


— — 5 
EL EILEL 2 — *S .% * 


* 


1 * 
©. 3s + 
£5 
« 
a "by 2 
q i 0 
2 583 : 
SY 
r 
op * 5} 
©, is he 
*1 4 
1 1 
1 
{4 $4 
7 * - 
1 1 
4 * 
| „ 
+» 4] 
{ <4 
R . 
' 3 
*f $ 8 . 
n 
4 1 80 
7 2M 
5 . 
5 1 + 
y . 
337+ 4 
1 ED! 
* 1 * af 
. 
VB +3 
1-0-1 
S343 Y 
3! 
be #1 
4 * +84 
435 5 
Jen 
1 PREG. 1 
x 11 
545 3 
" © 38. 
1 
» . 74 
f - 41 
AT: 1 157 
k +: 
1 
Y gf BY 
4 7 7 
1448.48 
Ii 
1 e 
Jin 
5 4 . 
10 wi; 
$ REF 
n 
13 
* ABS: 
. 
21436 
„ 
. 
4174 6 
» 73s 
17 
1 
J 3 1 
F 4 
4 4.4% 
$ * 
. TYh 
/ F264 $ 
572 
. 
5 8 
. 
x * * 
2 . . 
. XS x 
: 14 
4 1 
* FLAP 
/ {UT 
. 
8 
4: 37 
- A: ” 
: ; + # 
12 . 15 
$6644 
T1 Wis: 
ES; T {a6 
* 1 
;  Þ 
47 1 
Hy ge - pt 
1 
* Bs 50077 
oy iN! 
e : 
5 . 14 
11 DP - 
(a7 3508 
$f Ws 
5 17 
e 
„ 
2 13 f 
#5 . 
79 4 
on 
WS, 7 1 
HR: 
. 
i 
* 6 
47 | 5 
1 by 
3 * 
jo 07% 
H PE 
344 1. 
11 58 
— 41 
+8 
; 1 
3. 
* 6 
* 7 
3 1 
= 
: 135 
1 N 
£ ( 
5 
1 1 
4 
7 bf + 
4 
. "*7 
a 
„ 
REY 
N 
1 2 
2 4 $3 ” 
+4 $$ 
0 2 - 
= £4 
4 
"TY 4 


EECRC_—_XXM —— 


CO — 23 2 
1 o 


Tr. i Introduttion fo. 


ERS 


— 


TE 


—U— 


— 
— ᷓ— —— — — — — _ — — — — 
1 _ 
— — — — ered — _ 
— — — 


= 


— — — — 
— — — 


In making of luck. like you muſt " Fi -fths 9 
as is before - mention d in the Rule of Two- Parts 
Double Deſcant. - 


There is another ſort of Fugeing in 1 Three Parts 


before we come to Canon; ks . is, when each 


of them take a different Zuge and ſo interchanges 
one with another like Donble Fugeing, + 
As 


. 
= _—_ _ - 


| _ == 


= d 1 


the Art of Deſcant, Tas 


Ar for Sos | : 
SENS 
8 


4 


Moſt of theſe different ſorts of Res are 


-uſed in Sonata's, the chiefeſt Inſtrumental Mu- 
fick now in requeſt, where you will. find Dau- 


ble and Treble Fuges alſo reverted and augmented | 
in their Canzona's with a great deal of Art mix- 
b —_ good Air, 2 is the Perfection of a 

aſter. 


The next is Car, of whith | ſhall ſay but 
little, becauſe I refer you to the before-men- 
tion'd Book of Mr. Bevin” s, where you will 


meet with all the Variety of Canons thar are to 


be made, and ſhall only ſhew an Example of a 


Gloria Patri in Three Part. Canon, fo 80 on to 


Four Parts, 
L. 2 ng A Ca- 


Pa—tri, łꝰ 


— 


Gh. ria Pa- tri, & Fi—li—0, & 


* 


ern * a * 


- 
— 
4 


8 
— Sa: D 
2 


225 


WT tn Re 
m——_ ode. 
Bw 
* 


— 


- 
- 

» 
* — 


* * 
— — — p—— — CO 


i ri-· 1-1 


— 
— 
* 
—— 


IK 


the eArt of Deſcant. 147 


| ESSE 


* fi. et erat in 1 


— — 9 — 
—  — — — * 
* 


nunc, & 


— 


= — 


e- rat in prin. ci pi — 0, 


e 1 


W 
— — 88 


— nunc, & anne, & fam—— 


— — 
S nn 7 HE 
* EEE | 


—o, & mane, & TG S 


—— — 


ber, & in ſe—ar—la, air 
+ 


As Introduction to 


N 


ſe—en—la fe—cu--lorum 4——men, 4— 


— —uy-— 2 


a 1 
* 
922 ** 
Fr * . 5 
P * . * ' y 
" Wo” 
* * 4 9 * 
N p * | 4 
1 — — 
| FMS. _- 
bor 2 s 
4 2 — 
; * 
A 
” * tf; 
2 » 5 * F) 7 Py * - oy * 2 


— — — — — W — 


— Wen, 4— — — — — nen. 


A1 / 


Wr 


11711411 


4 


1151 1111 


I. 


te Art of m., = 5a 
Compoſition of Four Parts. 


N Church Muſick, the four Parts conſiſt ge- 
nerally of Treble, Contra-Tenor, Tenor and Baſs ; 

in Inſtrumental Muſick, commonly two Trebles, 
Tenor and Baſs; but always obſerve this Method, 
That in making four Parts Couuterpoint, let 
your Cords joyn as near to the upper Part as 


they can, for the Harmony is more agreeable 


to the Ear when the upper Parts are joyn d 
cloſe together, but ſtill be ſure to keep a ſm̃ooth- 
neſs and decorum, that none of the inner Parts 
may make an - irregular Skip either upwards or 
downwards: If the Treble or Upper Pari be a 
Fifth to the Baſs, the other muſt be Third, and 
Eighth ; if the Treble be Third, the other mult - 
be Eighth and Fifth ; ſo conſequently,” if the 
wy be an Eighth, the other muſt be Fifth and 
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Note That in C faut, or any Key with a 


ſharp Third, that to the half Note below the 


Key an Eigbth is never made, nor to any acci- 
dental Sharp in a flat or ſbarp Key, either in the 
Baſs or Treble, unleſs it be to introduce a Ca- 
dence. For inſtance; If you make an Erghth 
to Bmi in Cfaut Key, tis when the Third to 
B mi is ſharp, and you deſign a Cadence in Ela-. 
ni, otherwiſe "tis never done, but the Sixth 
ſupplies the Place of the Eighth; and commonly 
in four Parts, a Sixth and falſe Fifth go together 
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with, yet there is no Cord whatſoever that has a 
mote greateful Charm in it to pieaſe the Ear. 
There are two Diſcords not yer treated of in 
this ſhort Introduction, which I think proper now 
to mention, becauſe in an Example of Four 
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77 An Introduction ts 17 
Compoſitions of ve or more Parts, 


S ſtill by adding another Octave or Unifon, for 
there is but Three Concords, ( viz.) Third, IC 
Fifth and Eighth ; therefore, when you make || T 
more than Three Parts in Counterpoint, *tis || re 
by ' repeating ſome of the ſame Cords over | th 
again. 3 


One Thing that was forgot to be ſpoken of in I. 
Its proper Place, I think neceſſary to ſay a little || be 
of now,” which is, Compoſing upon a Ground || 
a very eaſy thing to do, and requires but little || th 
Jadgment; as tis generally uſed in Chacones, Ei 
where they regard only good Air in the Treble, || th 

and often the Ground is four Notes gradually de- || fo 

ſcending, but to maintain Fuges upon it would 

be difficult, being confin'd Iike a Canon to a Plain || H 
Song. There are allo pretty Dividin Grouuds || Ac 

(of whom the Italians where the firſt Inventors) 

to Single Songs, or Songs of Two Parts which I vi 

to do neatly, requires conſiderable Pains, and the 8) 

beſt way to be acquainted witk em, is to Score I in 

much, and chuſe the beſt Authors. re 


© As ſor Fugeing, tis done by the ſame Methods 
as has been before o bſerv'd. . 


All that I ſhall further add, is to wiſh, That 
what is hear mention'd may be Uſeful as tis 
Intended, and then *Uwill more than Recompence 
the Trouble of the Author, N 

#FINAIS. 


Additions. 


Divine Mottetts for a ſingle Voice, with proper 


a, 


BOOKS Printed for, and Sold by Ben? 
ren,, 

1. THE whole Book of Pſalms, in three Parts; 
I. by John Playford, as they are ſang in 
Churches ; to which is added a Table of all the 
Trebles, and what Pſalms are ſung to them, being 
rery fit for Country Maſters who teach the ſame; 
the 15 Edition, in OFavo, Price Bound 3s. 6d. 

2. Harmonia Sacra, or Divine Hymns and Dia- 


logues, with a thoro' Baſs for the Theorbo, Lute, 


Baſs-Viol, Harpficord or Organ: Compos'd by the 
beſt Maſters of the laſt and preſent Age. The 
Words by ſeveral learned and pious Perſons; 
the firſt Book, and ſecond Edition very much 
Enlarged and Corrected; alſo four Excellent An- 
thems of the late Mr. Henry ParcelPs never be- 
fore Printed. Folio. | 

3. The Second Edition of the Second Book of 
Harmonia wo is now Publiſhed, with large 

00, © | | | 

4. Harmonia Feſtiva, being the 8th Opera of Di- 
vine Mottetts for a fingle Voice, with proper 
Symphony's Compos'd by Signr. Baſſani, where- 
in are the celebrated Mottetts of Aligeri Amos ' 
res, and Quid Arma, Quid Bella. Price ſtitch'd 5s. 

5. Harmonia Feſtiva, being the 13th Opera of 


Symphony's : Compos'd by Signs. Baſſani, beg in- 

ning with Stelle Ludis Serena, and ending with 

Naſcere Dive Puellule. Price ſtitch'd 2s. 64, 

6. The Works of the late Reverend and Pious 

Mr. Thomas Gouge, colle&ed into one Volume for 

the uſe of Families, viz. 1. A Word to 7 
. i 


— 


Books Printed for, B. Sprint. 
and 2 Word to Saints, &c. 2. The Principles of 
Chriſtian Religion explained to the Capacity of 
the meaneſt, with Prayers for Families and on o- 
ther Occaſions. 3. The ſureſt and ſafeſt way of 
Thriving. 4. Chriſtian Directions, ſhewing how 
to walk with God all rhe Day -long. 5. The 
_ Chriſtians houſholder. 6. The young Man's Guide 
thro? the World. 7. The Principles of the Chriſt- 
ſan Religion, with practical Applications to each 
Head, in two Parts; Defign'd as an Help to Fa- 
mily-Catechizing ; with Prayers for Family's | 
and particular Perſons. 8. A Sermon of good 
Works, wherein ſeveral Caſes of Conſcience con- 
cerning Alms-giving are refolved : To which is 
prefix d the Authors Funeral Sermon, and a large 
account of his Life and Charitable Deeds. . By 
Arch-Biſhop Tillot ſon, with a Preface to the whole 
by Timothy Rogers. M. A. 80. 

7. Expoſitors Notes, with Practical Obſerva- 
tions on the new Teſtament by V. Berc bet, 


M.A. | 


8. Clergy Men's Companion for Vifiting of 
the Sick: The Fourrh Edition. 1 
9. Devotions in the Ancient Way of Offices, 
with Pſalms, Hyms and Prayers, for every Day 
in the Week, and every Holy Day in the Year. 
10. England's neweſt and beſt Way of Cook- 
ery, and all Pickles that are fir to be uſed. By 
Henry Haward, Cook to his Grace Duke of Or- 
mond: The Fourth Edition. 
11. Practical Meaſure, his Pocket Companion, 
containing Tables ready caſt up for ſpeedy Mea* 
ſuring of Timber Board, Sc. By Jaac Key. 


” 


